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Abstract 
 
This thesis discusses a fundamental aspect related to voice-over translation in 
documentaries: synchronization techniques. The analysis is based on the classification 
of different types of synchronies— action synchrony, kinetic synchrony, voice-over 
isochrony, and literal synchrony— proposed by Franco, Matamala, and Orero (2010). 
The aim of this study is to provide insight about why and when different synchronies 
may be triggered, both by textual and/or by extralinguistic factors, in filmic 
material. The analysis is thus based on a comparison of the Spanish and Polish voice-
over translations of the same documentary episode of the series Seconds from 
Disaster originally produced in English. This qualitative comparison demonstrates 
how the existing asymmetries between voice-over practices in Spanish and in Polish 
influence the synchronization process, and consequently, the reception of the movie 
as well.   
 
Keywords: synchronization techniques, voice-over, translating documentaries, 
Audiovisual Translation  
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Chapter 1: Introduction 
1.1.Motivation and justification for the study 
 Audiovisual Translation (AVT) has in recent years become an increasingly 
prominent field within Translation Studies. The traditional focus of AVT is based on 
three main modes: dubbing, subtitling, and voice-over.  However, while dubbing and 
subtitling are very well-known AVT modes and a relatively large number of studies 
have focused on them, voice-over has not gained such popularity in the field of AVT 
research.  
The lack of a systematic approach can be exemplified by different, and in 
some cases even contradictory, definitions of the term “voice-over”. The first articles 
about voice-over as a transfer mode (Fawcett, 1983; Daly, 1985) treated it as a form 
of dubbing. According to different authors, voice-over is a “non-synchronized or non 
lip sync dubbing” (Dries, 1994) or “doublage synchrony” (Kauffman, 1995). Other 
authors relate voice-over with the field of subtitling (Espasa, 2004; Gambier, 1996) or 
with interpreting (Pönniö, 1995; Gambier, 1997, Chavez, 1999). 
 As pointed out by Matamala (2008), the best to date definition (…) that refers 
to the final result of a voice-over and the product the audience receives (p.17) is the 
definition offered by Díaz Cintas and Orero (2006): 
A technique in which a voice offering a translation in a given target language 
(TL) is heard simultaneously on top of the source language (SL) voice. As far 
as the soundtrack of the original is concerned, the volume is reduced to a low 
level that can still be heard in the background whilst the translation is being 
read. It is common practice to allow the viewer to hear the original speech in 
the foreign language for a few seconds at the onset of the speech and to reduce 
subsequently the volume of the original so that the translated speech can be 
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inserted. The translation usually finishes several seconds before the foreign 
language speech does, the sound of the original is raised again to a normal 
volume and the viewer can hear once more the original speech (p.473). 
Voice-over is a type of audiovisual translation usually associated with nonfictional 
products. According to Luyken et al. (1991) voice-over is used in TV news or 
documentaries in order to portray the feeling of authenticity of the discourse contents. 
However, voice-over is also a standard method on TV for non-fiction and fiction 
products in Poland, Russia, Latvia, Lithuania and Estonia, among other. Nevertheless, 
the research on this AVT mode is still very sparse, especially that dealing with voice-
over into English (since most research to date deals with voice-over mostly from 
English into other languages - primarily Spanish, German and Polish).  
 According to Grigaraviciute and Gottlieb (1999), out of 1300 titles listed in 
Language Transfer and Audiovisual Communication Bibliography (Gambier 1997), 
fewer than ten articles relate to voice-over. Data presented by Franco, Matamala, and 
Orero (2010) also a show lack of interest about this audiovisual mode of transfer. 
Their study, based on three online bibliographies (the John Benjamins Translation 
Studies Bibliography, the St. Jerome Translation Studies Abstracts and Bibliography 
of Translation Studies and Javier Aixelà’s Bibliografia y Traducció i d’Interpretació 
BITRA), shows an overwhelming prevalence of articles devoted to subtitling and 
dubbing, as demonstrated in Table 1. 
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Table 1: Qualitative research on audiovisual modes (Franco, Matamala, Orero, 2010) 
Translation mode AVT Subtitling  Dubbing Voice-over 
John Benjamins 84 206 132 24 
St. Jerome 109 175 124 12 
BITRA 953 277 239 12 
As it can be seen from Table 1, out of 2,347 articles listed in three online 
bibliographies, only 48 titles are related to the topic of voice-over. 
Since 1985, according to Franco, Matamala, and Orero (2010), a slight 
increase of publications on voice-over has been taking place. 2004 was the year with 
the highest number of publications about this mode of AVT, with 5 works published. 
The following years, until 2008, the year of the latest update, were also quite fruitful 
with 13 publications altogether. A more precise distribution of the publications on 
voice-over is presented in Figure 1.  
Figure 1: Number of publications on voice-over mode by year (Franco, Matamala, Orero, 2010) 
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Figure 1 shows the increasing interest in voice-over translation in recent years. 
However, this also seems to confirm that many more aspects of the voice-over mode 
could be analyzed in a larger number of systematic and precise studies. As voice-over 
is the prevailing mode in translating documentaries, the aim of this thesis is to gain a 
deeper knowledge of this translation practice. This could contribute not only to an 
improved understanding of the transfer mode, but could also become useful in 
audiovisual translation training and professional practice.  
1.2.Objectives  
The main objective of the present research is to analyze a fundamental aspect 
related to voice-over translation in documentaries. The focus of the research will be 
thus on synchronization techniques. This study seeks to demonstrate how the existing 
asymmetries between voice-over practice in Spanish and voice-over practice in Polish 
might influence the synchronization process, and consequently, the reception of the 
movie as well.  It is expected that a comparative study offers a good opportunity to 
establish parameters for an objective evaluation of the voice-over practices. In 
addition, qualitative analysis of both translations might lead to suggestions or 
potential guidelines for how to improve this mode of AVT. 
After a literature review of synchronization in AVT, and based on the 
classification originated in the field of dubbing, later on extended by Franco, 
Matamala and Orero (2010) to the field of voice-over, this study aims to determine if 
and how different types of synchronization (see below)—i.e. voice-over isochrony, 
literal, kinetic and action synchrony— are effectively applied to the transfer of non-
fiction movies. 
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According to Chaume (2004), Orero (2006a) and Franco, Matamala and Orero 
(2010), four types of synchronization can be distinguished: 
o Kinetic synchrony — in voice-over the message read by the voice 
which delivers the translation must match the body movements which 
appear on the screen (Orero, 2006a, p. 257); 
o Action synchrony — the voice which delivers the translation should 
match the action taking place on the screen (Orero, 2006a) 
o Voice-over isochrony — the voice which delivers the translation 
should fit in the available time in which the translation can be read 
(Franco, Matamala, Orero, 2010);  
o  Literal synchrony — as pointed out by Matamala (2005) the original 
voice is heard underneath the translated version, which usually —not 
always— starts after hearing a few seconds of the original version and 
finishes a few seconds before (p. 45). It is a common practice to use 
calques or literal translations in order to achieve a certain degree of 
fidelity (Orero, 2006a, p. 4). 
The objective of this study is to provide insight about why and when different 
synchronies may be triggered, both by textual and/or by extralinguistic developments 
in filmic material, and how the choice of different synchronies may or may not be 
similar in Spanish and Polish. The description and comparison of voice-overs will 
take place between the Spanish and the Polish versions of the same documentary 
episode originally broadcast in English. The analysis will be based on one episode of 
an American documentary television series Seconds from Disaster produced by 
National Geographic.    
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 Mapping which synchronies are used in the movie, and how they differ in 
Spanish and Polish will also enable us to analyze how the actual practice of voice-
over overcomes the barriers of language, culture and preferences, and whether it does 
so in similar or disparate ways in both languages. On the one side, this study will 
analyze the synchronization strategies applied in Polish where voice-over is and has 
been a prevailing and preferred mode of translation in TV for all kinds of AVT 
products for over 50 years. On the other hand, the same analysis of synchronization 
strategies will be carried out for the Spanish version. Nevertheless, it should be taken 
into account that in the Spanish speaking market, dubbing [is] the most widespread 
translation type, and subtitling the second one; voice-over is limited to documentaries 
and interviews (Hernández Bartolomé & Mendiluce Cabrera, 2005, p.100).   
  It is hoped that this descriptive approach comparing two voiced-over versions 
will help to establish what differences in the use of synchronization strategies, if any, 
can be found. This research will also look into whether there are common, perhaps 
generalized patterns in the use of different synchronies or, conversely, whether 
divergences in the use of one kind or another can be detected and mapped.  
 It is also the goal of this project to establish a methodological basis for 
subsequent studies of a broader scope in the area of comparing synchronies in voice-
over. It is anticipated that such an approach may shed some light on whether there 
may be specific linguistic or extralinguistic “triggers” that cause voice-over practices 
to differ—or not to differ—in Spanish and Polish. The results of this research are 
expected to provide grounds for further examination of this matter on a larger scale. 
Such could involve the analysis of a wider corpus of audiovisual materials, and could 
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aim to signal potential markers that may influence the decision making process
1
 
inherent to every kind of translation activity, most especially AVT.  
                                                 
1 According to Levý (1966) translating, from the point of view of the working situation of the 
translator, is a decision process: a series of a certain number of consecutive situations – moves, as in a 
game – situations imposing on the translator the necessity of choosing among a certain (and very often 
exactly definable) number of alternatives (p. 148).  
  
Chapter 2: The Theoretical Record of Audiovisual Translation: An Overview 
2. 1. Audiovisual Translation: General concepts 
As noted by Hernández Bartolomé and Mendiluce Cabrera (2005), AVT as a practice 
dates to the beginning of the movie industry when intertitles were introduced between 
frames in order to narrate the story plot (p. 89). However, the first publications that 
put the AVT in the center of academic interest did not appear until the late 1950s and 
early 1960s (Díaz Cintas, 2003), almost half a century after the invention of cinema. 
Nevertheless, the field still had to wait almost three decades to evolve to the status of 
a research discipline: it was in the 1990s when it became one of the prominent areas 
within Translation Studies (Díaz-Cintas & Anderman, 2009). As happens in most new 
disciplines, the inception of AVT Studies was also accompanied by a terminological 
chaos that extended itself even to the very denomination of the field. Some of the 
popular designations to the new area of study termed it Film Dubbing (Fodor, 1976), 
Constrained Translation (Titford, 1982; Díaz Cintas, 1998), Film Translation (Snell-
Hornby, 1988), Film and TV Translation (Delabastita, 1989), Screen Translation 
(Mason, 1989), Media Translation (Eguíluz, 1994), Transadaptation (Gambier, 2003) 
or Audiovisual Translation (Luyken et al. 1991; Dries, 1995; Shuttleworth & Cowie, 
1997). Most of these titles ions limit their interest to only one medium and do not 
include the increasingly different modalities gradually appearing within the field. 
Orero (2004a) stresses that the term "Audiovisual Translation” will encompass all 
translations — or multisemiotic transfer — for production or postproduction in any 
media or format, and also the new areas of media accessibility (p. VIII). That term, as 
noted by Delebastita (1989), emphasizes the audio-visual dimensions of the 
communicative mode (…) [and] implies that both the acoustic channel through air 
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vibrations and the visual channel through light waves are simultaneously utilized (as 
cited in Karamitroglou, 2000, p. 1).    
 The term Audiovisual Translation is closely related to the definition and 
characteristics of an audiovisual text. Gambier (2006) highlights that audiovisual texts 
are constructs in which visual images and their components, such as gestures, 
movement, and colors, among others, are strictly related to an oral or written message, 
thus creating their reciprocal interaction. The main interest of AVT lies, then, in 
analyzing the interrelation of this multisemiotic blend (Gambier, 2006, p.7).  
2.2. Audiovisual Translation modes 
Although dubbing and subtitling have traditionally maintained a leading position, it is 
inevitable that new advances in technology, markets and channels of distribution 
demand new AVT modes. Moreover, Gambier (2004) and Hernández Bartolomé and 
Mendiluce Cabrera (2005) point to a phenomenon called narrowcasting (Gambier, 
2004, p.7), which relates to the creation of more targeted, smaller audiences and 
groups. These smaller groups influence the kind of research currently conducted and 
constitute a significant stimulus in creating new modes of AVT. As an example of the 
audience design, Gambier (2004) mentions the case of blind and visually-impaired 
people who, thanks to Audio Description, can enjoy movies that contain all-important 
descriptions explaining the non-verbal, exclusively visual elements that constitute the 
audiovisual text as a whole. The following classification proposed by Hernández 
Bartolomé and Mendiluce Cabrera (2005) might be used as an example of the broad 
spectrum of current AVT modes:  dubbing, subtitling, voice-over, interpreting, 
surtitling, free commentary, partial dubbing, narration, simultaneous translation, live 
subtitling, Subtitling for the Deaf and Hard of Hearing (SDH), Audio description 
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(AD), script translation, animation, multimedia translation, double versions, remakes 
(p.93-100). The following sections will outline these modes.   
 2.2.1. Dubbing 
As defined by Luyken et al. (1991), dubbing is the replacement of the original speech 
by a voice track which attempts to follow as closely possible the timing, phrasing and 
lip movements of the original dialogue (p.31). As pointed out by Szarkowska (2005), 
one of the the strongest criticisms of this AVT mode stems from the fact that it is the 
one that most aggressively intervenes in the semantic structure of the original movie. 
The process of dubbing is a complicated one and involves not only the translation and 
adjustment of the script to the physical constraints of the audiovisual text, but the 
subsequent interpretation of it by dubbing actors that need to submit to a precise 
synchronization of the dialogues with the lips and gestural movements of the actors 
on screen (Agost, 2001; Chaume, 2004; Dries, 1995). Both Chaume (2004) and 
Matamala (2010) emphasize that dubbing is a complex process where many crucial 
participants, such as translators, dubbing directors, actors, sound engineers and in 
some cases, linguists, take part.  
 2.2.2. Subtitling 
Subtitling is a mode of translation that incorporates to the screen a written text in the 
form of subtitles to the screen. Díaz Cintas (2003) defines subtitling as follows: 
Subtitling can be defined as a linguistic practice which provides a written text, 
typically at the bottom of the screen, that seeks to explain the dialogues of the 
actors and other discursive elements that form a part of pictures (letters, 
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slogans, legends, banners, etc.) or the soundtrack (songs, voice in off, etc..) (p. 
32, my translation). 
The process of subtitling is also a complex one as many technical aspects have to be 
taken into consideration. On the one hand, subtitles should appear on the screen for 
not less than a period of five to seven seconds so that visual and aural information can 
be properly processed by the spectator. On the other hand, short subtitles should 
appear on the screen no more than two seconds since otherwise audiences would 
continue to read them repeatedly, unnecessarily shifting their focus from the moving 
picture. Moreover, translators should separate each subtitle from the next one with a 
pause of few seconds so that the audience keeps up with the reading pace and does 
not get tired (Petillo, 2008, as cited in Sacconi, 2012, p. 15). Given that the tempo in a 
dialogue is typically much faster than the reading pace an audience is generally 
capable of sustaining, translators are frequently forced to condense, if not reduce, the 
original information in the dialogue. All those constraints leave translators no option 
but to compromise several layers of overall semantic relevance, reducing some of the 
information from the dialogue. The importance then lies not on literality or 
faithfulness to the source text but on a decision-making process that salvages those 
aspects of the message that are deemed by the translator priorities for the 
communicative success of the subtitled audiovisual text. .   
 2.2.3. Voice-over 
 Given that chapter four more closely defines this mode of AVT, this section will 
provide only a definition. The most complete definition that describes the process and 
the result of voice-over is the one offered by Díaz Cintas and Orero (2006): 
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A technique in which a voice offering a translation in a given target language 
(TL) is heard simultaneously on top of the source language (SL) voice. As far 
as the soundtrack of the original is concerned, the volume is reduced to a low 
level that can still be heard in the background whilst the translation is being 
read. It is common practice to allow the viewer to hear the original speech in 
the foreign language for a few seconds at the onset of the speech and to reduce 
subsequently the volume of the original so that the translated speech can be 
inserted. The translation usually finishes several seconds before the foreign 
language speech does, the sound of the original is raised again to a normal 
volume and the viewer can hear once more the original speech. (p. 473). 
 2.2.4. Interpreting 
Audiovisual interpreting is mostly used in live interviews, international film festivals 
and news broadcasts. As characterized by Russo (2005), and similarly by the 
conference interpreting, it requires:  
multitask cognitive effort: watching film images; listening to the original 
soundtrack; reading the words appearing on the screen, the script (when 
available) or one’s notes; retrieving memorized information; speaking with 
sufficient emotional involvement; and monitoring one’s linguistic output. (p. 
1). 
What characterizes simultaneous interpreting then is the need for synchronization 
with the characters’ turns to talk (Russo, 1997) and their expressiveness (Galassi 
1994, as cited in Russo, 2005). In order to achieve that, the interpreting requires 
adequate text reduction strategies.  Russo (2005) also points out other constraints 
present in this AVT mode, such as: speaking speed, frequent voice overlap, and a 
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written-to-be-spoken variety of text (Taylor 1999) which is to all intents and purposes 
a sort of “feigned” fresh talk (p. 2). 
 2.2.5. Surtitling 
Surtitling (from the French sur, meaning ‘on’ or ‘above’) originated in the opera but 
has been adapted to some theatre productions, enabling drama to travel more 
extensively (Mateo, 2007). It consists of displaying one line above the stage or on the 
backs of the seats (Bartolomé & Mendiluce Cabrera, 2005). According to Virkkunen 
(2004), surtitles mostly serve as a medium for the verbal content but also help to 
comprehend music and acting (p.93). 
 2.2.6. Free commentary 
Bartolomé and Mendiluce Cabrera (2005) emphasize that this AVT mode tends to be 
used in documentaries, children´s programs or film parodies, particularly when 
literacy is not the prime goal (p. 96). In this mode, translators fulfill a function similar 
to that of a reporter who tries to provide details about the image and does not consider 
the original speech so much. As Luyken et al. (1991) put it, content [of free 
commentary] differs from the original program’s soundtrack (p.82).  
 2.2.7. Partial dubbing 
Partial dubbing, known also as half-dubbing, is an interpretation of the movie but not 
in a simultaneous way (Chaume, 2004). As defined by Hendrickx (1984), it would 
consist of adding a spoken text to the original soundtrack giving the necessary 
information in the target language without providing a full translation of one 
dialogue (p. 217, as cited in Bartolomé & Mendiluce Cabrera, 2005, p. 96). The 
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narration is provided during the silent passages of the original text; therefore, it does 
not drown out the original soundtrack.  
 2.2.8. Narration 
This AVT mode is quite similar to voice-over. Both modes are pre-produced, the 
translation is mostly read by a single voice and the reduced text is recorded on top of 
the original soundtrack that is toned down. Narration, however, tends to be much 
more condensed and does not need to be completely faithful to the original dialogues 
(Díaz Cintas, 2001).  
 2.2.9. Simultaneous translation 
Simultaneous translation, also known as sight translation, is also considered by some 
authors to be a sub mode of simultaneous interpreting (cf. Chaves, 2000). However, 
what differentiates it from simultaneous interpreting is that it is done from a printed 
script or from subtitles already prepared in a target language. The cognitive processes 
involved are completely different for each case. Considering the nature of this AVT 
mode, simultaneous translation is rather confined to film festivals or film archives 
most often when the source language is “exotic” (Bartolomé & Mendiluce Cabrera, 
2005). 
 2.2.10. Live subtitling 
As opposed to pre-recorder subtitles, live subtitling is created and displayed on the 
spot with the assistance of a computer program. Due to this, translation requires a 
very high tempo. Three kinds of live subtitles can be established: a stenographer who 
writes phonetic shorthand at a special keyboard, a velotypist who types words at a 
special keyboard, and a respeaker who uses speech recognition to generate subtitles 
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(The European Broadcasting Union (EBU) Report on Access Services (2004), as cited 
in Orero, 2006b). Live subtitling is mostly used for news broadcasting or quiz 
programs.  
 2.2.11. Subtitling for the Deaf and Hard of Hearing (SDH) 
SDH, also known as captioning (cf. Neves, 2008), differs from subtitling as to the 
profile of the audience. According to Neves (2005), SDH addressees are receivers 
who have partial or no access to the aural component of the audiovisual text in all its 
forms - linguistic dimension, paralinguistic features, sound effects and music – for 
reasons of physical nature (p. 125).This non-verbal aural component is converted into 
the written form (subtitles) that provides additional information. Also, they are 
typically literal and mostly monoglossic.  
 2.2.12. Audio Description (AD)  
Similarly to SDH, AD constitutes a significant improvement in media accessibility. A 
pure instantiation of  what Jakobson (2000/1959) would dub as “intersemiotic 
translation” (p. 114) is aimed at the blind and visually-impaired or partially sighted 
viewers. It consists of transforming the visual information into a verbal one by 
inserting a narration in the gaps between dialogues seeking to provide sufficient 
information about visual elements that are crucial to the semiotic success of the 
audiovisual text, such as body language, gestures, appearance of silent characters, etc. 
(Hernandez Bartolomé & Mendiluce Cabrera, 2005; Salway, 2007). 
 2.2.13. Script translation  
The functional goal of script translation is to canvass financial support for co-
productions (Gambier, 2004) so this mode of AVT is not aimed at a real audience, 
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and also it is seldom published. However, as pointed out by Hernandez Bartolomé and 
Mendiluce Cabrera (2005), although it is not an object of consumption for the general 
public (p. 99), script translation is crucial at the early stages of production where is 
used as an instrument for funding purposes.   
 2.2.14. Animation 
Animation does not include only translation, but also scriptwriting features as well: 
the translator envisions silent images –usually PC-generated cartoons— and creates 
the dialogues from scratch (Hernandez Bartolomé, & Mendiluce Cabrera, 2005, p. 
99). These authors also indicate similarities between animation and AD as both modes 
are instances of intersemiotic translation. However, the synchrony constraints applied 
to animation are more similar to those in dubbing, as the translation should fit the lip 
movements. This is not the case in AD, where the narration is inserted in silent 
moments.   
 2.2.15. Multimedia translation 
Multimedia translation, also known as localization, is mostly used for the publishing 
industry, the software, Internet and telecommunication industries, and also film and 
TV industry (Cattrysse, 2001). Translators in this mode need to combine traditional 
AVT skills (mostly dubbing and subtitling) with programming abilities, and know-
how about sci-tech translation (Gambier, 2004).  
 2.2.16. Double versions 
Double versions belong to the kind of products that involve two or more source 
languages. Each actor plays his/her role in his/her own language. The translation 
process consists of dubbing and post-synchronizing so that the final product has just 
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one language (Gambier, 2004). Because of its similarities to dubbing, there is a debate 
considering whether this AVT mode should be classified independently from others 
(cf. Chaume, 2004).  
 2.2.17. Remakes 
As noted by Hernandez Bartolomé and Mendiluce Cabrera (2005), remakes are 
recontextualization of a film in accordance with the target culture (p.100). Due to its 
nature, the main objective is a domesticating translation, achieved by shifting cultural 
elements for the target audience. The interesting aspect of this AVT mode is that, 
nowadays, remakes mostly involve European films remade for American audiences. 
However, 50 years ago the situation was the other way around (Hernandez Bartolomé 
& Mendiluce Cabrera, 2005). 
 
 
 
 
 
 
 
 
 
  
Chapter 3: Translating Documentaries 
3.1. Characteristics of documentaries 
Documentaries along with narrative fiction and experimental avant-garde constitute 
three basic creative modes in film. What most documentaries have in common and 
what at the same time distinguish them from other filmic materials are: i) subjects and 
ideologies; ii) purposes, viewpoints, or approaches; iii) forms; iv) production 
methods and techniques; and v) the sort of experiences they offer audiences, including 
actions that result from the film (McLane, 2012, p. 1) The first aspect, subjects and 
ideologies, refers to the fact that documentaries are about a specific and factual topic. 
The purpose of documentaries is related to the intention of increasing the audience’s 
understanding and interest in those topics. Juel (2006) emphasizes that the 
communicative functions of documentaries is to inform, discuss, engage, enlighten, 
intervene, explore, express, disturb and commit - more so than to merely entertain, 
amuse, distract, conform or confirm (p. 13). Their functions are also reflected by the 
very term used to name them: the word “documentary” which comes from the word 
“document” has its root in the Latin word “docere” that means to teach, and is related 
to ducere, that means “to lead”, “to direct” (McLane, 2011).  Incidentally, “ducere” is 
related to “traducere” from which the English “traduce” (betray) derives, although it 
actually means “to translate”.  
 The aspects of form and production method, are closely related. As Sapino 
(2011) states: 
Documentary filmmakers prefer what is called evidentiary editing: places, 
people, objects and voices are brought forward according to a precise 
rhetorical construction, whose aim is to organize the logic of the argument. 
  
19 
 
The informing logic is also sustained by the intervention of a narrating voice 
(the so-called “voice of God”), which has been one of the most characteristic 
features of documentary at least until the 1960s, and which is generally absent, 
or only marginal, in fiction movies (p.10).  
Although fictional films and factual films differ in formal aspects
2
, it should be 
highlighted that the boundaries are being pushed and whilst authentic materials find 
their way into fiction films (Forrest Gump, JFK), false data are also found in 
documentaries (mockumentaries) (Matamala, 2009a, p. 93).  
 The last aspect, the audience response, is closely related to the purpose of the 
documentary. Filmmakers want to achieve not only an aesthetic experience but also 
an effect on attitudes (McLane, 2011). Their aim is also to make the audience respond 
to the topic addressed by the movie.   
 In that final sense when it comes to the definition of documentaries, Nichols 
(2001) somewhat cynically states one way to define documentary is to say: 
Documentaries are what the organizations and institutions that produce them make 
(p. 22). This suggests that there are as many definitions of documentaries as points of 
view taken by their authors. However, for the purpose of this study, another, more 
precise definition by Nichols (2001) will be adopted: 
Documentary film speaks about situations and events involving real people 
(social actors) who present themselves to us as themselves in stories that 
convey a plausible proposal about, or perspective on, the lives, situations, and 
                                                 
2 Following a definition by Aufderheide (2007), in this study the formal aspect refers to a set of 
decisions about how to represent reality with the tools available to the filmmaker. These tools include 
sound (ambient sound, soundtrack music, special sound effects, dialogue, narration); images (material 
shot on location, historical images captured in photographs, video, or object); special effects in audio 
and video, including animation; and pacing (length of scenes, number of cuts, script of storytelling 
structure) (p. 10). 
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events portrayed. The distinct point of view of the filmmaker shapes this story 
into a way of seeing the historical world directly rather than into a fictional 
allegory (p.14).  
This definition adopts a technical approach that includes the characteristics described 
above, and it is therefore, deemed useful from a translator’s point of view when 
dealing with this specifically audiovisual genre (Espasa, 2004 p.186). 
3.2. Translating documentaries 
The existing literature on the translation of documentaries is not extensive but in 
recent years the increased interest in this topic has led to specific insights about this 
subfield of AVT. Although most analyses are case studies, their aggregation 
contributes to sketching a general overview of the translation of documentary.  
 A theoretical background concerning documentary translation is found in 
Espasa (2004). The author debunks two myths by noting that: 1) a documentary is not 
a film, and 2) documentary translation is not specifically audiovisual. Espasa 
emphasizes that the opposition between fiction and non-fiction movies has become 
quite blurred nowadays and presents many examples where genre boundaries have 
been crossed. As to the second myth, the author indicates that the main characteristic 
of documentaries is the interplay between image and sound, between verbal and non-
verbal elements (p.190), and also indicates that the discursive aspects (as field, mode, 
translation mode and textual function) that characterize documentary translation are 
specifically distinctive of the audiovisual text. Terminological and conceptual issues 
are also a focus of attention in an article by Franco (2001), who tries to introduce 
terminological consistency by explaining the difference between voice-over 
commentary and voice-over narration. Both terms refer to the unseen narrator´s voice; 
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however, the difference between them is of a functional nature, the first one is used in 
factual programs while the second in fictional ones. The author also highlights the 
remarkable role that voice-over plays in translating documentaries, emphasizing the 
illusion of authenticity it provides: the type of delivery we hear in voice-over 
translation is an important strategic way of reassuring viewers that what they are 
being told in their own language is what is being said in the original language (p. 
292). She does not question this widespread assumption but indicates the lack of 
consensus when it comes to defining the term itself.  
 Another important contribution to the topic is the study presented by 
Matamala (2009b) who offers a corpus-based study of the main challenges translators 
have to deal with when translating documentaries. First, her study focuses on the fact 
that many voices may be heard in documentaries, and that each one is transferred 
using a specific AV modality according to the guidelines of a given TV network.  
 The first book dedicated entirely to the voice-over mode was Voice-over 
translation: An overview by Franco, Matamala and Orero (2010). It provides both 
theoretical and practical insight on voice-over translation in the context of non-fiction 
productions.  The authors revisit the terminological aspect of voice-over translation 
and propose a clearer definition of this AVT mode. They also provide a generic 
overview of the working conditions that a translator of voice-over has to deal with, 
and the challenges posed by the technical aspects of voice-over as they relate to the 
various types of synchronies involved
3
. The authors also describe characteristic 
situations when working on a still unfinished audiovisual product, and share their 
academic experience in training a voice-over practitioner. Their study is empirically 
                                                 
3 Types of synchrony will be defined and explored in our next chapter. 
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supported by questionnaires sent to more than one hundred professionals in order to 
gain a state-of-the-art overview of voice-over technique used in different countries. 
As the analysis and categorization proposed by these authors constitutes the base for 
our analysis, a more elaborated discussion of their findings will be presented in 
chapter five. However, a crucial aspect of their findings that had been overlooked by 
other scholars is worth being mentioned at this point: the coexistence of voice-over 
with off-screen dubbing of commentaries. While voice-over is used for interviews, 
off-screen dubbing is typically reserved for the narrator’s segments, when the original 
soundtrack is simply replaced by the translated soundtrack in a way that resembles the 
process of dubbing, hence its designation as off-screen dubbing.  
 From another point of view, Garcia Luque (2011) emphasizes the 
“domestication” process that is characteristic to the translation of documentaries, 
explaining this by signaling four features that are frequent in documentaries. The first 
one, also mentioned by Matamala (2008), is the natural orality (p. 238), i.e. 
utterances as spontaneous and not previously devised in a script. This is, of course, 
the case of all participating characters except the narrator with a discourse that is 
expected to be (and typically is) much more formal, due to the fact that it is scripted 
and needs to respond to conventions of acceptability. The second characteristic refers 
to an inherent need to carry out specific research, as scientific texts are typically rich 
in specialized terminology. The third characteristic refers to the disparate registers 
typically embedded in documentaries and it is closely related to the first one as 
characters narrate the story from their personal perspective and “in their own words”. 
Finally, Garcia Luque mentions the fact that voice-over presents the information 
orally, in spite of the fact that their discourse often reflects patterns characteristic of 
written texts.  
  
Chapter 4: Voice-over Translation 
4.1. Voice-over: Definition and characteristics 
The term voice-over was adapted from Film Studies in order to define a new 
mode in audiovisual translation in which the target text can be heard overlapping the 
source text (Franco, Matamala, & Orero, 2010). Despite its rather specific use, and as 
described in the previous chapter, there is a significant lack of systematic research 
about this AVT mode. This has caused serious difficulties of agreement about its 
basic tenets and related terminology.  
 As indicated by Matamala (2008), the best to date definition (…) that refers to 
the final result of a voice-over and the product the audience receives (p. 117) is the 
definition offered by Díaz Cintas and Orero (2005): 
A technique in which a voice offering a translation in a given target language 
(TL) is heard simultaneously on top of the source language (SL) voice. As far 
as the soundtrack of the original is concerned, the volume is reduced to a low 
level that can still be heard in the background whilst the translation is being 
read. It is common practice to allow the viewer to hear the original speech in 
the foreign language for a few seconds at the onset of the speech and to reduce 
subsequently the volume of the original so that the translated speech can be 
inserted. The translation usually finishes several seconds before the foreign 
language speech does, the sound of the original is raised again to a normal 
volume and the viewer can hear once more the original speech (p. 473). 
This definition also lays out the most important characteristics of voice-over 
translation, as discussed in the following sections. 
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4.1.1. Non-fiction production 
When dealing with voice-over translation, most authors (e.g. Franco, 2000a; 
Matamala, 2009a, 2009b; Orero, 2006a; Remael, 1995) discuss it in the context of 
non-fictional productions, be it for production or postproduction (cf. Franco, 
Matamala, Orero, 2010). As noted by Franco, Matamala, Orero (2010):  
Apart from most East European countries, where voice-over translation is applied 
to all genres, voice-over in West European, North and Latin American countries 
has usually been applied to the translation of programs that belong to the so-called 
factual genre – be it represented by the news, documentaries, talk shows, political 
debates, etc. (p. 24-25).  
The fact that voice-over is applied to a wider variety of programs and products in 
Central-Eastern European countries, Poland included, might have significant 
relevance on some of its singularities, as discussed later in the section describing the 
characteristics as will be stated when explaining characteristics of voice-over 
translation in Poland (see 4.2 Voice-over in Poland).  
4.1.2. Two soundtracks 
The first part of the definition at hand indicates that the original and translated 
soundtracks are played simultaneously and both are audible. As stated by Skuggevik 
(2010), in voice-over we hear one voice overlaying the actor’s voice on screen. 
Szarkowska (2009) mentions that the volume of original soundtrack is lowered but 
still audible in the background while the voice of the narrator is brought to the fore 
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(p. 185). This feature is closely related to the next characteristic called by Matamala 
(2005) illusion of authenticity (p.45).  
4.1.3. Illusion of authenticity 
Most studies (cf. Luyken el al. 1991; Franco, 2000b; Matamala, 2009b; Orero 2006a, 
etc.) agree that the reason for using voice-over, or subtitles in non-fiction production 
owes much to the illusion of reality that they help to create. As put by Luyken et al. 
(1991) voice-over is used where a sense of authentic presentation is to be combined 
with an almost full translation of the original text (p. 140). Hendrykowski (1984) 
points out that, compared to dubbing, voice-over has a definitely less arbitrary 
character (p.246, own translation) letting the viewer experience utterances in a 
foreign language. Franco, Matamala and Orero (2010) summarize that voice-over 
translation has to be a faithful, literal, authentic and complete version of the original 
audio. Such definitions give voice-over the status of a trustful transfer mode (…) (p. 
26).  
 Luyken et al. (1991) indicate the faithful translation of original speech (p. 
141) as one of the main features of voice-over translation. However, these authors add 
that voice-over translation cannot faithfully recreate speaker’s regional accent or 
characteristic features of his voice adopting a prescriptive approach that fluffs, 
hesitations, grammatical errors made during the interview must be ignored; and the 
same applies probably to expletives and idiosyncratic language or behavior (Luyken 
et al. 1991, p. 141).  
 This illusion of authenticity (which may recalls the notion of “suspension of 
disbelief” from literary studies) is attained not only by making both soundtracks 
audible but also by synchronizing them in a way that the first and/or the last part of an 
utterance in original are audible and literally translated. As put by Matamala (2005), 
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the original voice is heard underneath the translated version, which usually —not 
always— starts after hearing a few seconds of the original version and finishes a few 
seconds before (p. 45). This characteristic determines the next aspect of voice-over 
translation: synchrony.  
4.1.4. Synchrony 
Although some early studies described voice-over as exempt from any requisite for 
synchrony (cf. Lambert & Delebastita, 1996; Grigaraviciute & Gottlieb, 1999), some 
later research (Orero, 2006a, Franco, Matamala, & Orero, 2010) indicates synchrony 
as one of its most relevant characteristics (Orero, 2006a, p. 256).  In fact, when 
talking about synchrony in voice-over, Franco, Matamala, and Orero (2010) 
distinguish four different categories of synchrony: voice-over isochrony, literal 
synchrony, kinetic synchrony and action synchrony, which will be discussed in 
Chapter 5.  
4.1.5. Voices 
There are many terms used to refer to the persons that read the voice-over translation. 
Pageon (2006) documents that the industry refers to them as narrators, voice-overs, 
voices, voice artists or, simply, talents. Then, of course, those terms have their 
equivalents in other languages. The general practice of translating documentaries 
includes both narration and voice-over, which typically results in the utilization of at 
least two different voices. In some countries, more than two voices are used in order 
to distinguish between the voice artist who reads the narration segments, and voice 
artists who translate a female or male participant. The general practice also assumes 
the use of a neutral discourse, with no regional accents and no oral-discourse markers 
(Franco, Matamala, & Orero, 2010). The voice artist has the role of an interpreter, and 
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does not play a role of emotions as if it were acted out (p. 80). However, in some 
countries, as in the UK for instance, voice artist may read the translation with a 
foreign accent. In other words, if the person on screen speaks Spanish, the voice-over 
narrator will read the translation in English with a clear foreign accent, showing 
characteristic inflexions that are associated with a Hispanic person speaking Spanish 
(Díaz Cintas & Orero, 2006, p. 478). Nevertheless, as shown by a special report 
published by the BBC (1985), only 14% of the audience prefers this particular 
practice, as opposed to 60% who would prefer a British voice, and 26% who show no 
preference.  
 4.2. Voice-over in Poland 
It is assumed that voice-over in Poland, known as szeptanka (whispered version) or 
wersja lektorska (reader version), dates back to World War II. It has been related to 
the development of engaged cinema, and the newsreels that included the narration of 
what was shown on screen. After the war, this type of translation continued to be used 
and, as claimed by Garcarz (2009), it was not due to economic or historical reasons, 
but purely pragmatic ones, as it was a perfect propaganda tube whose efficiency was 
proved with previous newsreels (p. 572). Although the economic factor may have not 
been crucial at first, the history of Polish AVT shows that it indeed became a 
significant element in the prevalence of voice-over as the most common AVT mode 
in Poland (cf. Szarkowska, 2009). In contrast to modes used in other Western-
European countries, voice-over is not limited to non-fiction production but is also 
applied to translate fictional products for television. This practice is deemed by some 
authors to be the worst possible method (Dries, 1995, p. 6) which persists only 
because a lot of people in Poland have bad eyes and don't have enough money for 
glasses [to read subtitles] (Glaser, 1991). However, some studies about the 
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preferences of Polish audience show that voice-over is preferred by 50.2% of Polish 
respondents, while 43.4% indicate dubbing as their favorite mode and only 8.1% 
subtitles choose subtitles (Bogucki, 2004).  
4.2.1. Non-fiction production and fiction production in Poland 
As already mentioned, the usage of voice-over in Poland does not depend only on the 
genre of the program, i.e. fiction or non-fiction program: the choice of an AVT mode 
depends rather on the medium. Traditionally, voice-over is used in television, hence 
its predominance in the Polish market. Subtitling, on the other hand, is the modality 
preferred in cinema while dubbing is used mainly for children and young adult 
products, mostly in large productions such as Disney ones.   
4.2.2. Two soundtracks in Poland 
The practice of mixing two soundtracks is not different in Poland as compared to 
other countries. Both soundtracks, the original and translated one on top of it, have to 
be skillfully synchronized so that the translated one is not disrupted by the original 
soundtrack, which – after all – must still be audible. There are no directives as to the 
actual level of sound volume for each soundtrack: practice shows that this mostly 
depends on the specific translation agency, and this results in audible disparities 
between channels or even between different programs.   
4.2.3. Illusion of authenticity in Poland 
As previously mentioned when describing the use of voice-over for non-fiction 
production, the general practice of this AVT mode for both fiction and non-fiction 
movies in Poland generates different attitudes as to so-called illusion of authenticity. 
As highlighted by Garcarz (cited in Franco, Matamala, Orero, 2010) due to the fact 
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that voice-over translations are applied to fiction, an average level of manipulation 
(e.g., the linking and restructuring of facts as well as the summary of the story) can 
also take place in these versions (p.26). Illusion of authenticity is therefore not linked 
to the type of AVT mode as in other countries but it is instead related to the genre 
being translated. It may be interesting, then, to analyze whether this might result in 
different types of synchronization, as for example a less frequent use of literal 
synchrony. This aspect constitutes an important part of this analysis and will be 
developed further in the analytical chapter.   
4.2.4. Synchrony 
Synchrony in voice-over mode in Poland has been studied only in the case of fiction 
movies, and only by Sepielak and Matamala (forthcoming). This is the first study that 
has tried to establish general patterns in the synchronization process of voiced-over 
non-fiction products. Taking into account that this study is a case study, its 
conclusions will not be generalizable but just a first step in such research. The specific 
model applied to the analysis will be discussed in Chapter 5.  
4.2.5. Voices in Poland 
Just like in the case of the illusion of authenticity, the specific utilization of voices in 
voice-over in Poland has its peculiarities. As put by Szarkowska (2009), regardless of 
the gender of the screen character, the dialogue in fiction films in Poland will always 
read out by a man (p.189). Barbara Rodkiewicz-Gronowska (as cited in Kotelecka, 
2006) indicates that the practice of using only male voices might have its origin in 
purely aesthetic reasons: The feminine voice is more personal, warm. It will never be 
so neutral (…) I think that feminine voice is too subjective and does not match the 
movie (p.162). According to this stance, that criticizes subjectivism from a rather 
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subjective and questionable point of view, all utterances are read by the same male 
voice artist because of issues of credibility related to gender prejudices, somewhat 
established within the very same prejudiced framework. It is therefore not surprising 
that this mismatch between the gender (and also the age) (Szarkowska, 2009, p. 189) 
is pointed as the major flaw of voice-over translation in fiction movies and might 
seem strange for foreigners: 
As actors and actresses open their mouths to speak, their words are drowned 
out by the voice of a seemingly omniscient Polish male off screen. Joan 
Collins's acrid put-downs on "Dynasty" are thus heard by Poles as a local 
baritone. Marilyn Monroe's breathy come-ons in "Some Like It Hot" are heard 
as a deep monotone, and Jane Fonda's seductive voice in "Barbarella" emerges 
as flat drone. (Glaser, 1991, para. 3) 
In non-fiction production, the practice differs slightly, since voice artists are not only 
male but female as well. However, as pointed out by Szarkowska (2009), preference 
for female voice is typically limited to cooking programs and nature documentaries 
broadcast by some channels. Again, Barbara Rodkiewicz-Gronowska (as cited in 
Kotelecka 2006) attributes this characteristic –quite subjectively, it must be noted– to 
the sweetness of the female voice (p. 162). As stated by practitioners, the decision 
about which voice will be used in a program affects also the translation process as 
some voice artists read faster while other require texts to be shorter. All practitioners 
emphasize, however, that voice artists should have a clear elocution and read 
continuously with a monotonous tone of voice.  
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4.2.6. Process of voice-over translation in Poland 
Szarkowska (2009) proposes that at least three people are needed to produce voice-
over: a translator, an editor and voice-over narrator (known as lektor). Szarkowska 
(2009) describes the process as follows:  
First, working with the audiovisual material and (usually) the dialogue list, the 
translator produces the target text. Next, the editor, who ideally should know 
the language of the original and who should have seen the film, makes sure the 
translated text is understandable, meets the standards established in the 
profession and conforms with relevant legal regulations such as the Act on the 
Polish Language and the Media Act […]. Only then is the translated text ready 
to be recorded. During the recording, the lektor watches the film from his box 
(called dziupla – ‘a hollow’) and reads out the text (p. 190-191). 
Experience shows that the first step of the process, the translation itself, sometimes 
consists of a wider range of tasks, especially in the cases when the customer does not 
provide the script of the tape. The first step in that case would be transcription from 
the audio. As some practitioners notice, in many cases the script does not completely 
match the film and the film therefore is the indicator for the translation, not the script. 
The task of the translator is not a mere translation of the script: he/she is also 
responsible for checking possible disparities between the audio and the script. In case 
of discrepancies the audio prevails and provides the starting point for the translation.  
 In the process of voice-over translation, especially of non-fiction productions, 
other players might be involved. Considering that translators deal with a large 
diversity of text types, which might range from medical issues to quantum physics or 
culinary terminology, in many cases they need the assistance of an expert in a 
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particular field. Some studios provide a list of experts but, in most cases, translators 
have to seek a solution by him/herself. Another person that might be involved in the 
process is a reviewer. However, experience shows that only some more expensive 
studios provide this additional layer of quality assurance, while others seem to rely 
completely on the knowledge and abilities of translators.    
4.3. Voice-over in Spain 
A number of economic, political, cultural and ideological factors (cf. Gil Ariza, 2004; 
Ballester Casado, 2005, Besas, 1985) have contributed to the predominant position of 
dubbing in Spain. As in other European dubbing countries (Germany, Italy and 
France), linguistic policy and an institutional push for the promotion of the national 
language was one of the most important ones. In Spain, this element had an additional 
manifestation in the form of censorship—Junta Superior de Censura— that 
established a law about mandatory dubbing: 
the projection of cinema in any language other than Spanish is prohibited, 
except through special authorization by the National Entertainment Syndicate 
in accordance with the inistry of Industry and Commerce, and only following 
the prior dubbing of he films in question. Dubbing must be carried out in 
Spanish studios on Spanish territory by Spanish personnel (Gubern, & 
Vernon, 2013, p. 386). 
Dubbing ensured not only the illusion that the characters talked in the target language, 
but also made possible all other manipulations, be it political or ideological: as an 
example, in the movie Mogambo (John Ford, 1953) where an extramarital relationship 
between an unmarried man and a married woman was transformed to a non sexual 
relationship between brother and sister in order to avoid suggesting adultery 
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(Higginbotham, 1988), and paradoxically enabling an interpretation of this 
relationship as being an incestuous one. 
 Voice-over translation and its illusion of authenticity leave much less room for 
ideological manipulation compared to dubbing. Although censorship in Spain was 
officially abolished in 1977 (Gil Ariza, 2004), the habit was already very strong and 
Spain continued dubbing all foreign movies, except for nonfictional productions. 
Unfortunately, there are no studies surveying the history of voice-over translation in 
Spain, probably due to its niche character.  
4.3.1. Non-fiction productions in Spain 
Matamala (2005) highlights that voice-over is usually associated to nonfictional 
productions. Orero (2009) adds that, in Spain, voice-over is a mode more common 
than subtitling, and also the leading translation mode used when translating people 
who speak other languages on live TV:  
The programs range from news and sports to gossip, and even reality shows, 
and are broadcast on all Spanish TV stations, local as well as national, in 
Spanish or in any of the other three official languages (Basque, Catalan and 
Galician); on state-owned stations TV3, 24/3; City TV in Catalonia; TV1 or 
TV2 in Spain: and on privately owned national channels such as Tele 5 and 
Antena 3 (p.134). 
4.3.2. Two soundtracks in Spain  
Two existing soundtracks one on top of the other seems to be a general feature of 
voice-over translation in Spain. Just like in the case of Poland, two soundtracks are 
heard, the original in the background and the translated one on top. An interesting 
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case is the one mentioned by Orero (2006a) of three languages being heard 
simultaneously. This situation might occur when for example we hear Osama Bin 
Laden speaking in Arabic, whilst being voiced over into English and from there, 
simultaneously into Spanish. 
4.3.3. Illusion of authenticity in Spain 
Considering the general context of Audiovisual Translation in Spain, and the 
particular usage of voice-over associated only to non-fiction products, the authenticity 
factor plays an important role in this AVT mode. However, its function is not 
unproblematic. Mayoral (2001), for example, raises serious doubts about whether the 
presence of two soundtracks, the original and the translated one, really has sense in 
Spain where the viewers’ knowledge of foreign languages is typically insufficient for 
such a cognitive effort. This and other issues related to the question of whether 
viewers compare the translated version to the original one are beyond of scope of this 
thesis. However, they are convincing proof of the complexity of voice-over 
translation and voice-over reception, and an indication that this mode has not enjoyed 
sufficient, yet very much, deserved academic interest.    
4.3.4. Synchrony in Spain 
The process of synchronization in documentaries translated into Spanish, among other 
languages, was studied by Franco, Matamala and Orero (2010). These authors 
mention four types of synchronies: isochrony, literal, kinetic and action synchrony, 
and use them in several examples to explain the features of voice-over translation and 
obstacles the translator has to overcome in this AVT mode. As already mentioned, the 
different aspects of synchrony will be discussed in detailed in Chapter 5.  
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4.3.5. Voices in Spain  
Spanish translations in voice-over are read by voice artists or journalists, native 
speakers of Spanish with no foreign accent. This fact, as pointed out by Orero 
(2006c), produces a sort of paradox, since the frequently spontaneous interviews in 
documentaries are full of hesitations, repetitions, grammatical errors and other oral 
speech markers, and they are all rendered in perfect normative Spanish. This is 
another example of how illusion of authenticity may lean towards illusion rather than 
towards actual authenticity, leading even to confusing situations, as illustrated by 
Orero (2006c): 
There is an interesting case in Spanish TV in the [series] Redes on La 2 
[channel]. In each program there is an interview with an international 
scientific personality. The director and presenter Eduard Punset does the 
interview in English, and the material is then sent to be translated. Once the 
translation is done, and editing is in order (Kelly 2006, p. 5), Eduard Punset 
himself voices in Spanish. The overall effect is that most people think that 
Punset translates his own questions, and in some occasions people even 
believe that the interview is live, and that there is simultaneous interpretation 
(p.4). 
In contrast to the situation in Poland, the Spanish context is one where there is no 
established practice as to the gender of voice artists for specific non-fiction 
productions. The decision depends on the gender of the character being translated. 
Hence, male voice artists translate male characters, while female voice artists read the 
translations of female characters. However, the narrator, similarly as in Poland, is 
typically male. Another significant difference in the established practice in Poland 
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refers to the number of voice-over artists: while in Poland there is only one person 
translating all the characters, in Spain each character has his/her own voice-artist, 
which effectively makes this practice closer to dubbing.  
4.3.6. Process of voice-over translation in Spain 
The process of voice-over translation in Spain consists of the same steps as it does in 
Poland. Once a translator receives the text, he/she has to translate it following the film 
as the source text, but usually having a copy of the script as supporting material. In 
this case also, some practitioners point out the inaccuracies existing in the scripts, that 
might lead to errors if translators rely only on the written text. When the translation is 
ready, it is recorded by a voice artist. An expert on a given specialized topic may be 
needed in the translation stage, and just like in Poland, the responsibility of providing 
one belongs to a translator. On the other hand, it seems that the assistance of a linguist 
is much more popular when translating for Spanish voice-over. Translators may 
receive advice from linguists who work for dubbing studios. As indicated by 
Matamala (2005), a translator […] can phone those linguists and ask them any 
question concerning the translation criteria, and there is even an American 
professional who helps […] with comprehension problems (p. 46). 
 
 
 
  
Chapter 5: Synchrony Strategies 
5.1. Synchrony in dubbing 
Orero (2006c) states that if voice-over is fully understood as an independent 
audiovisual translation mode, with its own features, synchronicity appears as one of 
its most relevant characteristics (...) (p. 256). However, there is still little research 
done on this aspect of voice-over translation. The first works that shed some light on 
the topic of synchrony in voice-over translation make direct references to the 
literature on synchrony in dubbing, as it helps to contextualize the feature of 
synchrony in voice-over.  
 The pioneering scholar who undertook the topic of synchrony was Fodor 
(1976). He described the various types of synchronization while developing the area 
of study known as “visual phonetics”. As remarked by González Requena (1988, 
1989), visual phonetics links mouth articulatory movements of the screen actor and 
the phonemes that the translator should fit to his or her mouth so as to avoid a clash 
between the translation and the original message, and the consequent communicative 
noise and loss of the reality effect (as cited in Chaume, 2004, p.38). Fodor also 
introduces a differentiation between three types of synchrony: phonetic synchrony, 
character synchrony, and content synchrony. The first one, phonetic synchrony, refers 
to the lip movement of the actors on screen. The second, character synchrony, is 
related to the matching of the voice qualities of the dubbing actor to the film character 
actor. Finally, content synchrony refers to the consistency needed – content-wise –
between the translation and what is happening on screen. Fodor also proposes that 
sounds in the source and target versions should be similar depending on the different 
types of shots or camera angles, suggesting to this end techniques that would help in 
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achieving a similar pronunciation for dubbing actors. However, as noted by Chaume 
(2004), his standard of perfection (p. 38) has little to do with the reality of dubbing 
production where economic and time constraints control the process.  
 Another seminal work about synchrony is Whitman-Linsen’s (1992). The 
author focuses not only on technical procedures, but also on the point of view of the 
participating professionals. Her classification distinguishes between visual/optical 
synchrony and audio/acoustic synchrony. Visual/optical synchrony refers to lip 
synchrony (also called “phonetic synchrony”), syllable articulation synchrony, length 
of utterance synchrony (also known as “gap synchrony” or “isochrony”) and facial 
expression synchrony (also called “kinetic synchrony”). On the other hand, audio or 
acoustic synchrony takes into account the idiosyncratic vocal type, paralinguistic 
elements (tone, timbre and pitch of voice), prosody (intonation, melody and tempo), 
cultural variations, accents and dialects (Whitman-Linsen, 1992). Visual/optical 
synchrony mostly affects the perspective of the writer (or translator) of dialogues, 
while the audio/acoustic synchrony relates to the performance of dubbing actors.  
 A more recent work presented by Chaume (2004) provides a more detailed 
analysis covering different approaches to synchronization, and a useful compendium 
on the topic. He classifies the literature on synchrony in dubbing into four categories. 
The first one, considers works that take a professional perspective, and it is 
represented by Martín (1994), Ávila (1997), and Gilabert, Ledesma and Trifol (2001). 
According to their common point of view, synchrony aims to create the illusion that 
the viewer is watching the film in original version and that it is not a dubbed 
production so that nothing distorts that perception (Chaume, 2004, p. 36). The second 
category, defined as a functionalist one, characterizes the approaches proposed by 
Fodor (1976), Mayoral, Kelly and Gallardo (1988), Kahane (1990-1991) and 
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Zabalbeascoa (1993).  These approaches are somewhat similar to the first ones, in the 
sense that they also emphasize that synchrony should not interfere with the perception 
of the audiovisual program: if we accept that the function of a functional audiovisual 
text is primarily to entertain the viewer, we will also accept that respect for 
synchronization is essential if the viewer’s attention is not to be distracted from the 
final product (Chaume 2004, p. 38). What makes this perspective differ from the first 
one is the academic stand point sustained by their authors, which in some cases may 
even be perfectionist, as mentioned in the previously case of Fodor (1976). The third 
category is the so-called “polysystemic” approach, represented by Goris (1993) and 
Karamitroglou (2000), who consider synchrony as the most prominent feature of 
naturalization. As stated by Goris (1993) it is visual synchronization which is 
supposed to create the impression that the actors on screen are pronouncing the 
translated words (p. 177).  Chaume maintains that this approach shift[s] the focus of 
attention away from the function of the translation to the conventions of the target 
culture (Chaume 2004, p. 39). The four and final category, the “cinematographic 
approach”, is not an entirely consistent group of proposals,  as it includes disparate 
approaches such as the ones by Chaves (2000), Bartrina (2001), Bravo (2003) and 
Chaume (2003 & 2004) himself. Their common feature, however, is their notion of 
synchronisation as one of a set of elements in the broad network of signs that make up 
the message, the film and the narration (Chaume 2004, p. 42). This perspective puts 
an emphasis on three generally well accepted conventions. The first one is to respect 
the lip movements, especially for certain vowels and consonants when a character 
mouth is clearly visible in what is called “lip-sync” or “lip synchrony”. The second 
principle requires a translation that matches the movements of the characters on 
screen, what Chaume (2004) calls “kinetic synchrony”. The last convention refers to 
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adapting the length of the utterance in the translated text to the length of the original 
text uttered by the actors: the task called “isochrony” (Chaume, 2004). 
 There is no doubt that the constraints imposed by lip-synch in dubbing differ 
considerably from those of voice-over. However, these studies, the basis for 
subsequent classifications have proposed synchrony in voice-over. 
5.2. Synchrony in voice-over 
Existing literature about voice-over synchrony is sparse, a result of the lack of 
attention to the voice-over mode itself and also, as observed by Orero (2006c), of the 
erroneous belief that voice-over lacks any demands for synchrony (Lambert, & 
Delabastita, 1996). Synchronization in voice-over has not been addressed thoroughly 
and only isolated studies can be found, such as that by Grigaraviciute and Gottlieb 
(1999), who analyze the potential semantic and stylistic loss when translating the 
Danish TV series Charlot and Charlotte for voice-over into Lithuanian. In their study, 
only a general conclusion refers to synchrony, stating that some seconds of the source 
utterance are kept at the beginning of dialogues without overlaps, although the 
Lithuanian voices continue for as much as a couple of seconds after the Danish lines 
have been spoken (Grigaraviciute & Gottlieb, 1999,  p. 48). Another author who 
makes reference to synchronisation in voice-over is Krasovska (2004), who 
emphasizes that time is a significant constraint in the voice-over translation.  She also 
points out that reductions must be made because only one speaker (or, in certain 
countries, two speakers) reproduces all the original dialogues (Krasovska, 2004).  
The first in-depth study on synchrony in voice-over is the one presented by 
Orero (2006a) who classifies the different types of synchronization that are 
characteristic of this mode.  The first one is kinetic synchrony, which is based on the 
same assumption as in dubbing, i.e. the message read by the voice which delivers the 
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translation must match the body movements which appear on screen (p. 257). 
Translators must take into account the on-screen body language and adequately 
synchronize their texts so that, for example, if an actor nods affirmatively, a 
translation phrased in the form of a negative sentence should not be heard, even if it 
may semantically equivalent at the purely verbal level.  
The second category proposed by Orero is action synchrony, which requires 
that voice and action on the screen match, among other things, in the order of 
appearance of objects and elements. This synchronization type is very closely 
determined by the very nature of audiovisual texts, where the visual input cannot be 
easily edited and is the principal referent in the translation process as in the example 
presented by Orero (2006a) in a nature documentary:  
First some pink flamingos start to fly, and after a few seconds some white 
flamingos can be seen flying in a delta formation. The text reads “in the winter 
months migration takes place, white flamingos from the northern regions of 
the country meet their cousins, the pink flamingo variety, to go in search of a 
warmer weather”. Clearly the translator has to swap white for pink to have a 
synchronic action and narration (p.257). 
The third category established by Orero (2006a) refers to voice-over 
isochrony, and it is determined by the fact that the translation should fit in the 
typically short period of time available for the voice-over, which corresponds to the 
length of original utterance minus a few seconds at the beginning and at the end of the 
said utterance, when the original soundtrack is left completely audible, thus creating 
an illusion of authenticity. A consequence of this practice is the need to condense the 
translated text and, as Orero (2006a) points out, in the English/Spanish language pair, 
this reduction might involve up to 30% of the length of the source text.  
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The initial insight into the characteristics of synchronization in voice-over 
provided a robust foundation for subsequent research on voice-over in documentaries 
compiled to a large extent by the first monograph dedicated entirely to voice-over 
translation in documentaries. Its authors, Franco, Matamala and Orero (2010), 
emphasize that synchronization strategies are a key factor in voice-over translation, 
and an in-depth analysis leads them to propose a fourth category of synchrony which 
is closely related to isochrony. This new type of synchrony, called “literal 
synchrony”, refers to the fact that a literal translation4 is typically sought in those few 
seconds during which the original can still be heard. The authors adopt a critical 
approach to this type of synchrony and state that an idiomatic translation that meets 
the grammatical and acceptability expectations of the target language is better than a 
translation which maintains literal synchrony with an alien syntax or unconventional 
phrasing. However, whenever grammatically and idiomatically acceptable, this kind 
of synchrony might contribute to strengthening the illusion of authenticity.  
The various aspects of synchrony and the different methods to achieve them 
are also addressed by Sepielak and Matamala (forthcoming), shifting the focus from 
documentaries to voiced-over fiction movies.  Our analysis shows that all the 
synchrony types previously identified for non-fiction by Franco, Matamala and Orero 
(2010), are also applied in fictional products voiced-over into Polish, although in 
differing degrees that might result from the disparate nature and characteristics that 
define both genres.  
The four categories distinguished by Franco, Matamala and Orero (2010) and 
later on applied in the study done by Sepielak and Matamala (forthcoming), constitute 
                                                 
4 Literal translation, also called ”word-for-word” translation, is ideally the segmentation of the SL text 
into individual words and TL rendering of those word-segments one at a time (Robinson, 1998, p. 127)  
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a robust referent for the analysis of the synchrony in voice-over translation and they 
will be utilized in this study for the scrutiny of synchronization strategies in 
documentaries voiced-over into Spanish and Polish. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  
Chapter 6: Methodology 
6.1. Corpus 
The corpus for analysis consists of one episode from the American documentary 
television series Seconds from Disaster first broadcast in 2004 on the National 
Geographic Channel. Each episode of this series explores man-made or natural 
disasters, reviewing their causes and the circumstances that led to a tragedy. The show 
includes re-enactments, interviews, testimonies, and computer-generated imagery 
(CGI) technology in order to analyze the sequence of events second-by-second for the 
audience. The format of the series is designed as follows:  
Each episode begins with a chronological re-enactment of the disaster, which 
is always cut into several scenes displaying critical moments in the unfolding 
of the disaster with a clock appearing at the beginning of each scene. After the 
sequence of events, the show “winds back” the scenes to analyze the causes 
and events leading up to it. The series uses blueprint-formatted CGI in every 
episode to reveal the anatomy of the disaster and the structures involved (…). 
The show concludes with the original disaster scenes being “rewound” and 
played again; the clock is replaced by a countdown timer and the conclusions 
reached from the analysis being put together with the sequence. Most often, 
the show finishes with a short moment of sentimentality (where those involved 
often speak of their emotions on the disaster) followed by the technological 
advances made to prevent similar disasters from happening again (“Seconds 
from Disasters”, n.d. Format section, para. 1).  
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One interesting feature of this series is the fact that there is little or no dialogue for the 
witnesses or experts in the re-enactments, and episodes are almost entirely presided 
by the voice of the narrator. This has important implications when considering the 
specific characteristics of the function this figure has been associated with, as will be 
explained in the following sections. Another peculiarity of the series is the fact that 
the show features an American narrator (Aston Smith) and a British one (Richard 
Vaughan). The American narrator is replaced by the British one for the series 
broadcast in the UK. This fact itself demonstrates the significance of specific 
characteristics of a voice, such as accent, that contribute to increasing target audience 
acceptability and, therefore, facilitate the illusion of authenticity.  
6.2. Justification for the corpus 
The analysis will focus on the Spanish and Polish voice-over translations of the 
episode Pentagon 9/11. The decision to compare two translations in this pair of 
languages stems from the asymmetries that both national traditions present when 
translating audiovisual products. On the one hand, Spain is traditionally a “dubbing 
country”. However, non-fiction movies in Spain are usually voiced-over. This 
responds to the generally assumed convention that this AVT mode contributes to the 
enhancement of the product’s illusion of authenticity. On the other hand, Poland is a 
“voice-over country”, where this mode is used to translate both non-fiction and 
feature movies. The association of voice-over with an illusion of authenticity is 
therefore neither as clear nor as unproblematic. Voice-over in Poland could be rather 
compared to a sight translation where the main function consists of facilitating 
comprehension. However, asymmetries are not limited to their respective general 
AVT traditions only: as will be described in Sections 6.3 and 6.4, voice-over in Spain 
manifests itself in different forms than does voice-over in Poland. This study seeks to 
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demonstrate how the existing asymmetries might influence the synchronization 
process, and consequently, the reception of the movie as well.   
 This comparative study may also constitute an opportunity to establish 
parameters for an objective evaluation of voice-over practices. A qualitative analysis 
of both translations might lead to suggestions or potential guidelines on how to 
improve this mode of AVT.   
6.3. Pentagon 9/11 
Pentagon 9/11 is the thirteenth episode of the first season of the series Seconds from 
Disaster aired on October 26
th
, 2004. It describes the circumstances surrounding the 
hijacking of the American Airlines Flight 77 on September 11, 2001. The plane was 
intentionally crashed into the Pentagon building, killing all 64 people on board and 
125 more on the ground. The show also explains how the practical structure of the 
building helped to prevent more casualties. The episode follows the original format of 
the series. At the beginning, a chronological re-enactment of the circumstances 
leading to the disaster is presented. Each critical moment is introduced by a 
countdown clock showing the time left for the tragedy to occur. The narrator, explains 
the sequence of events second-by-second as shown through CGI technology. Another 
issue that this episode addresses is the question of how so many people survived, 
considering the fact that, when the plane hit the west side of the Pentagon it was 
flying at speed of 530 miles per hour and was loaded with nearly 53 thousand gallons 
of jet fuel. The possible answers to this question are entertained by both: personal 
testimonies of four survivors and technical explanations of six experts. Four of the 
survivors look back at the events of that day and talk about how they managed to 
escape the Pentagon alive. What is characteristic of these mini interviews, and 
relevant from the standpoint of its translation, is the fact that they present the form of 
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free, unscripted testimonies. This is the main difference between the narrator’s and 
the survivor’s segments. An objective and rather formal narration is interjected by 
input of a personal and emotional nature. No previous script prompts these 
spontaneous reminiscences that are recorded with a large number of hesitations 
(hmm), repetitions (You know it was, it was an emotional moment) or colloquial 
expressions (I would have said: get out of here. We’re not gonna do bomb-proof 
windows, you know). These aspects strongly influence the tempo of narration and 
constitute an important factor in the translation process.  
 On the other hand, these personal descriptions of the moment of the disaster 
are supported and contrasted by scientific explanations provided by six experts that, 
similarly to survivors’ testimonies, consist of mini-interviews not based on a script 
and are presented as spontaneous interjections. However, they have a much more 
formal tenor and are somewhat closer to the segments covered by the narrator. The 
scientific input provided by the experts would seem to require a higher degree of 
formality than the one expected in the survivors’ personal testimonies.  
 In either case, regardless of whether the interviewed is a survivor or an expert, 
the rhythm of the narration changes conspicuously, accelerating or slowing down. 
This is a significant factor that affects the translation process as it influences the 
synchronization strategies described in Chapter 5 and that will be analyzed in detail in 
Chapter 7.  
6.4. El ataque al Pentágono  
The Spanish version of this episode appeared under the title El ataque al Pentágono 
(The attack on the Pentagon). It should be highlighted that both the Spanish and 
Polish versions were translated from the version broadcasted in Great Britain. Save 
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for considerations regarding its lectal variety, the differing post edition does not affect 
the textual level (the script could be said to be otherwise identical) but the structural 
content of the documentary. The translated versions are therefore one minute longer 
than the original as they contain some additional scenes not present in the American 
original.  
 It should also be noted that our analysis focuses on the peninsular Spanish 
version of the documentary and not its version targeted to Latin American speakers 
that was broadcasted under the same title. Unfortunately, no details on the day of the 
release, translators nor voice actors are provided. However, the audiovisual text and 
its transcript contain sufficient information for the purposes of the present analysis.  
 As already mentioned there are three different kinds of speakers in this 
episode. There is an off-screen narrator whose function is to convey the core 
information to the audience, to provide a sense of consistency in the arguments and to 
introduce the characters interviewed. His function could be compared to a literary 
third-person omniscient narrator with an overarching knowledge of the events and 
their context, and an absolute command of their delivery to the audience. In the 
Spanish version, the original narrator’s soundtrack is completely substituted by the 
Spanish one. Keeping both soundtracks in this case could potentially have degraded 
the “voice of God” into a simple “voice of an interpreter”. Survivors provide personal 
insight about the disaster through spontaneous interviews and there is also a group of 
experts, who provide more scientific information. Testimonials and experts are 
presented through different voice artists who do not replace the original soundtrack, 
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but are over imposed on top
5
. The volume of the original soundtrack is lowered but 
still audible underneath the Spanish translation. This is an important characteristic as 
each voice-artist is selected according to the sex and age of the person being voiced 
over. The fact of having several actors in the recording is a significant factor for the 
synchronization process and, as will be discussed later, it provides increased 
flexibility: different actors might adjust the tempo to the original speech rate of the 
person they are voicing over, thus contributing to the generation of an illusion of 
authenticity and also gaining precious seconds at the same time. 
 Finally, there are singular cases of background speakers in the documentary, 
such as a radio anchor, the voice of the pilot in the Traffic Control Center or the air 
traffic controller heard in the cockpit. Their utterances do not provide crucial 
information, but they do contribute an element of authenticity that presents the story 
as if the events were happening at the same time they appear on the screen. Despite 
this merely structural, noninformative function, all characters are translated as in the 
case of survivors and experts: with his or her specific voice actor.   
6.5. Atak na Pentagon 
The Polish version of this series was developed by the Movie Studio Odeon in 
Warsaw (Studio Filmowe Odeon w Warszawie). The translation was done by 
Magdalena Maścińska Szczepaniak and recorded by Robert Samot. One of the most 
important characteristic of the Polish translation of this series, and most series in 
Poland, is the fact that only one, male narrator reads all the lines irrespective of 
whether it is the narrator´s function, survivor´s personal statement (even when voicing 
                                                 
5 It was not possible to identify the names of the voice artists or to establish whether in some cases the 
same actor voiced over more than one participant.   
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over women’s interventions), or expert´s technical explanations or off-screen voices, 
although the last are sometimes just left in the original while providing marginal 
information. This procedure has two significant implications. First, the distinctive 
character that each group sustains in the original format is not accurately reflected. 
There is one single voice that actively seeks to remain as monotonous as possible, 
carrying out only one function: the sheer conveyance of linguistic information, 
leaving aside most para-verbal components in their rendition. The omnipresence of 
the narrator is no longer marked out beyond merely co-textual cues and it vanishes 
between other groups. Secondly, the narrator is required by the established practice to 
keep the same tempo; therefore he cannot adapt the speed of his rendition to the real 
speaker’s tempo. This may not be problematic in the case of speakers whose speaking 
rate is slower, but it does become a problem when voicing over segments with higher 
speeds. Then, either synchrony might not be kept, or some segments have to be 
reduced. In cases when synchrony cannot be kept, the reception of the movie might be 
somehow disrupted as our subsequent analysis attempts to illustrate.  
6.6. Methodology 
Since this study is descriptive in nature, this methodology involves a detailed analysis 
of the target texts, that is, the Spanish and Polish voiced-over versions of the 
documentary Pentagon 9/11, with the objective of exploring how synchrony strategies 
are used in the voiced-over documentary. The analysis is based on three 
complementary aspects: the image, the audio feed and the Time Code Records (TCR), 
each being of a different nature. The image constitutes an invariable element, since it 
is not subject to changes and it also functions as a strong contextual indication for the 
translation. The audio, on the other hand, allows for a wider flexibility, although it is 
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not entirely manipulative because of its strong dependence on the image. Finally, the 
TCR provides the cue as to when the audio should be synchronized with the visual, 
indicating when an utterance should start and when it should stop.    
 As already mentioned, the American English version differs slightly from the 
Spanish and Polish ones as additional segments appear in the target versions that are 
translated from the British version. The insertion of these additional sequences 
introduces a lag in the TCR that prevents direct sequential comparison. However, as 
the analysis of synchrony does not rely on comparing TCR absolute values, this does 
not affect the analysis directly. Those segments that are not present in the original 
version are excluded from the analysis. Only seven excerpts out of 214 did not match, 
so their exclusion does not affect the analysis in a significant way.  
 The analysis consists of four stages. First, all segments that were nonexistent 
in the translated versions were excluded from the analysis (Appendix 1). Then, 
segments were manually tabulated and coded in each version: original (American 
English), Spanish and Polish, allowing the identification of synchronization strategies 
and offering a structured framework by which to compare both versions to the 
original one and between them as well. Each segment then is presented as shown in 
Table 2: 
Table 2: Example of encoded fragments 
00:00:33 –  00:00:40  (2) 
The Narrator 
The American people suffered enormous losses that day. But the building itself 
proved to be a shield. 
The first line (00:00:33 – 00:00:40) shows the TCR, i.e. it indicates when the 
utterance begins and finishes. The part that follows, “(2)”, is the chronological 
encoding of the fragment in the analysis. The second line appears in italics (The 
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Narrator) and indicates who pronounces the utterance. Finally, the transcription of the 
utterance is presented.   
The third step of the analysis focuses on the qualitative comparison of 
different synchronization strategies between the two translated versions. The 
comparison reveals similarities and differences concerning the use of synchronization 
strategies between the Spanish and Polish versions. In the final part of the analysis, a 
representative selection of all existing types of synchronies is presented, and the focus 
shifts to a discussion of possible causes that could explain why both versions might be 
alike in some cases, but different in others.  
 
 
 
 
 
 
 
 
 
 
 
 
  
Chapter 7: Results and Discussion 
The results of the qualitative analysis are presented in four sub-sections, 
corresponding to each of the previously identified synchrony categories: action 
synchrony, kinetic synchrony, isochrony and, finally, literal synchrony. The Spanish-
Polish comparison enables us to see how those types of synchrony are maintained in 
both translations, and, if they are not so, how this might affect the perception of the 
movie.  
7.1. Action synchrony 
As observed by Sepielak and Matamala (forthcoming), action synchrony aims to offer 
a translation which is totally coherent with the visuals. Due to the informative nature 
of documentaries, this procedure is particularly important and might take one of two 
main forms: 1) audio enhances the visual or 2) audio complements the visual. The 
first form is encountered when the image enhances the explanatory function of the 
audio. In this case, both audio and image have the same reference as shown with 
Image 1. For the purpose of this example, and other examples in this thesis, yellow 
subtitles corresponding to the audio part heard in the movie have been inserted. 
Additionally in the Spanish and Polish examples, a back translation into English is 
provided in brackets in these segments that happen to be non-explicit.  
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Image 1: Enhancing function of the action synchrony 
 
As Image 1 demonstrates, both the audio and visual channels refer to the same 
referent, the time, thus stressing not just its informational values, but its overall 
relevance to the structure of the series as mentioned in Chapter 6, the format of the 
documentary is designed in such a way so that the clock and the countdown timer 
appear frequently, indicating crucial moments of the events. They are always 
accompanied by narration that should be synchronized precisely with the image 
showing the numbers. 
 In other cases, however, the informational value of the audio might be entirely 
substituted by image. This is the case of a complementing form that the audio and 
visual channel might take, as exemplified by Image 2.  
Image 2: Complementing function of the action synchrony 
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Scenes preceding the one shown in Image 2, making a reference to a block of Indiana 
limestone still blackened by the fire from the attack with a simple inscription 
(Pentagon 9/11, 2004). The scene that follows explains what that inscription says. The 
audio does not provide this information as the image complements it in a sufficient 
way.   
 In both cases, keeping action synchrony in the translated versions might be a 
challenging yet not impossible task. The general analysis of action synchrony in the 
documentary allowed 68 segments with action synchrony to be detected (Appendix 
2). The results show that the Spanish version kept action synchrony in 62 instances 
whilst the Polish one in 45 as shown in comparative terms by Figure 2. 
Figure 2: Distribution of action synchrony 
 
This uneven proportion between the Spanish and Polish versions of the segments 
where action synchrony is kept is caused by three main factors: 1) lack of necessary 
reduction; 2) one narrator reading both the narration and testimonies parts; 3) 
imprecise soundtrack mixing. All aspects violate the time constraint criterion, making 
the maintenance of action synchrony in the Polish version more challenging. Tables 3,  
4 and 5 show the same transcription of the segment in the original and both translated 
versions (together with a back translation) in order to demonstrate how the lack of 
reduction makes action synchrony nearly impossible. 
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Table 3: Example 1 the action synchrony -- original version 
English (original version) 
Segment 21 
TCR: 00:03:56 – 00:04:18 
The narrator 
On board are 53 passengers, two pilots, four flight-attendants and five men planning 
mass murder. Among the passengers are family of four, a political commentator and 
three students with their teachers on a trip led by two employees of the National 
Geographic Society. The aircraft fill takes carries enough for its 23-hundred-miles 
cross country flight to Los Angeles.  
Table 4: Lack of reduction in the action synchrony in the Spanish version  
Spanish version 
Segment 21 
TCR: 00:03:59 – 00:04:17 
Back translation 
The narrator 
A bordo hay 53 pasajeros, dos pilotos, 
cuatro azafatas y cinco hombres que 
planean un asesinato en masa. Entre los 
pasajeros hay una familia con cuatro 
miembros, un comentarista político y tres 
estudiantes con sus profesores 
The narrator 
On board are 53 passengers, two pilots, 
four flight-attendants and five men 
planning mass murder. Among the 
passengers are family of four, a political 
commentator and three students with 
their teachers 
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Table 5: Lack of reduction in the action synchrony in the Polish version 
Polish version 
Segment 21 
00:03:59-00:04:25 
Back translation 
The narrator 
Na pokładzie znajduje się 53 pasażerów, 
dwóch pilotów, czterech pracowników 
obsługi lotów i pięciu mężczyzn 
planujących masowe morderstwo. Wśród 
pasażerów była czteroosobowa rodzina, 
komentator polityczny oraz trzech 
studentów z nauczycielami, którzy lecieli 
w podróż edukacyjną prowadzoną przez 
dwóch pracowników National 
Geogrpahic Society. Baki zawierają 
wystarczająca ilość paliwa na liczącą 
4220 km trasę do Los Angeles. 
The narrator 
On board are 53 passengers, two pilots, 
four flight-attendants and five men 
planning mass murder. Among the 
passengers were family of four members, 
a political commentator and three 
students with their teachers who were 
flying on an educational trip led by two 
employees of the National Geographic 
Society. The tanks contain enough 
amount of fuel for the route of 4220 km 
to Los Angeles.  
A basic comparison shows that in the Spanish version the total number of words is 
significantly reduced (36) in comparison to the Polish one (55). Although the English 
version used 61 words, one should take into account that the average word length in 
the English language is shorter than in Spanish or Polish. The speech rate also varies 
between the three languages, which contributes to the difference in duration of 
narration. Hence, the English segment takes 22 seconds, this is, 166 words per minute 
while the Spanish translation takes 18 seconds (120 words per minute), and finally, 
the Polish version takes 26 seconds, which indicates a speech rate level of 127 words 
per minute. Those numbers indicate two important aspects that should be taken into 
consideration when translating audiovisual products in general. First, intrinsic 
characteristics such as speech rate or word length vary between languages. Secondly, 
image and audio are interdependent factors, and a time constraint criterion serves to 
maintain the robustness of this correlation. These two considerations influence the 
translation process, forcing in many cases the translator to reduce the target text in 
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order to meet the requirement of the time limit. This is shown with the Spanish 
rendition of the sample segment that omits the relationship of the professor 
(passenger) with the National Geographic Society and also, any mention of the 
amount of fuel and destination of the aircraft. In spite of this shortage of details, this 
version privileges action synchrony, though, keeping the flow of the narration 
synchronized with the image. The Polish version, on the other hand, strives to keep all 
the information included in the original at the expense of action synchrony, which 
contributes to a disrupted reception of the segment, especially towards its end, when 
the narrator mentions the city of Los Angeles and the image is already running ahead 
in the storyboard showing another plane hitting the second tower of the World Trade 
Center in New York (Image 3). 
Image 3: Lack of the action synchrony and the disruption of the image 
 
While the reduction requirement would concern both the Spanish and Polish 
translations, the second factor (one narrator reading both the narration and testimonies 
parts), is characteristic only of the Polish translation, as the Spanish practice of 
translating documentaries includes more than one voice-actor. The typical format of 
most documentaries does not include overlapping dialogues, however, the switch 
between speakers, especially between the narrator and witnesses of the events or 
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experts, might be very fast and impossible to reproduce by only one voice-artist. As a 
result, the narrator’s parts intrude those of the testimonies, contaminating their 
reception and making it harder to distinguish whose part is whose (Image 4).  
Image 4: Contamination of the image as a result of the lack of the action synchrony 
 
In this example two characters overlap: 1) the narrator situating the viewer and 
introducing the second character: Bobby Hoag, a top marine court lawyer arrives at 
the Pentagon (Pentagon 9/11), and 2) Bobby Hoag, the victim who relates the events 
before the tragedy. This distinction is achieved in the original and Spanish version 
through action synchrony and two different voices, leaving no room for doubt about 
who says what. In the Polish version, however, the narrator continues introducing 
Bobby Hoag, but the audience sees Bobby Hoag talking, which could be considered 
to demand a more intensive cognitive effort by the spectator which might even cause 
some confusion. The fact that the same actor reads the narration with a monotonous 
voice further contributes to ambiguity. The only means receivers have to help them 
correlate the utterance either with the narrator or with the witness or expert is the verb 
conjugation - whether in the third or first person respectively. The narrator never uses 
terms which might relate to him. His function is to present events and introduce them 
to the audience as in the above-mentioned example: Bobby Hoag, a top marine court 
lawyer arrives at the Pentagon (Pentagon 9/11). The survivors and experts, on the 
other hand, always refer to themselves in the first person, both in the singular (I) or 
plural (we), which was also noticeable in Image 4: I was eating breakfast with the 
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deputy commander of the Marine Corps. We met at the General Office mess at zero 
dark thirty as the marines say (Pentagon 9/11) [emphasis added in bold]. The 
audience has to resort to co-textual cues in order to construct a cogent semiotic 
outcome in a way that differs much from the original process, where image and audio 
cooperatively work towards the communicative goal in a more integral way. A 
possible and simple solution that would prevent this confusion is reduction, this 
would save precious time and would help to keep action synchrony in the translated 
version. 
 Finally, the third aspect that might cause consistency between the audio and 
the image break down is imprecise soundtrack mixing. This is a factor of purely 
technical nature, and was present in both versions. Image 5 demonstrates three frames 
from the original version where the audio (substituted in the yellow) accurately 
matches the image. 
Image 5: Action synchrony – original version 
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Image 5 consists of short but explicative indications that situate the audience 
contextually in the center of events. However, in the same segment in the Spanish and 
Polish versions, action synchrony is not kept, causing a confusing effect as shown in 
Image 6. 
Image 6: Lack of action synchrony, Spanish version – adjusting problems 
 
 
As Image 6 shows, the audio has been shifted by a few seconds in relation to the 
visual, generating an inconsistency between the audio and the image and potentially 
leading to a disruption in reception. Considering that there indeed are some significant 
pauses in the scenes preceding the mentioned segment, the only possible explanation 
is a mixing problem. Interestingly enough, the same effect occurred in the Polish 
version; the delay, however, was caused there by an accumulation of text lagging 
from a previous scene, as demonstrated in Image 7.  
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Image 7: Lack of action synchrony, Polish version – adjusting problems 
 
 
In the Spanish version the narration simply starts too late. This could easily be 
adjusted while mixing the audio with the image. In the Polish version, on the other 
hand, an adjustment should be made in the text itself by reducing it in order to match 
the time constraints. The mixing stage is crucial in the whole production process and 
typically many changes in the translation are made during the mixing. Inaccurate 
mixing does not refer to the TCR alone but may also concern thetwo almost 
overlapping sequences which make no sense as the example in Table 6 shows.  
Table 6: Lack of action synchrony – soundtrack mixing problems 
Polish version 
Segment 115 
TCR: 00:23:11 - 00:23:16 
Back translation 
The Narrator 
Brakuje więc zdjęcia, które pomogłoby 
śledczym zdjęcia pokazującego moment 
uderzenia.  
The Narrator 
The photo is missing, that would help the 
investigators, the photo showing the 
moment of impact.  
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The segment should probably consist of two sentences clearly separated by a pause. 
During the mixing process, however, those two sentences were probably combined 
into one, causing the sentence to be ungrammatical. Although this is the single 
instance of this phenomenon in the whole documentary, it seems worth mentioning, 
as it highlights the importance of revision not only at the stage of translating or during 
reading and recording of the narration, but also when mixing the audio and the image.    
 To summarize, in the case of action synchrony, the main extalinguistic triggers 
(loosely understood as non-grammatical, non intrinsically referential factors) that 
influence the distribution of action synchrony are: time constraints prompting 
different reduction techniques, voice-artist characteristics, and mixing processes. The 
first factor, reduction techniques, might affect both versions and depends heavily on 
the intrinsic characteristics of each language such as speech rate or word length. As 
those characteristics vary across languages, the analysis showed some significant 
differences in the distribution of action synchrony between the Spanish and Polish 
versions. The second extralinguistic factor refers to the characteristics of the voice-
artist in the translated versions. The Spanish and Polish versions differ significantly in 
this aspect. The practice in Spain assumes that each person would be voiced by 
different voice-artist. Moreover, those voices match the gender and the age of each 
speaker. In the Polish voice-over, however, the practice is reduced to one single male 
voice-artist whose function is to provide a monotonous translation regardless of 
gender, age or other differentiating markers each character might have. It is, thus, 
more difficult in the Polish voice-over to match the time criterion especially in 
segments where the switch between speakers is fast. Finally, action synchrony also 
depends on the mixing process. This technical aspect is rather easy to control as a 
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post-production revision should identify and adjust discordances between audio and 
image. 
7.2. Kinetic synchrony 
Kinetic synchrony, similarly to action synchrony, refers to the coherence between 
audio and image. However, it is more related to the visual-semantic (referential) level 
of the audiovisual text and less directly defined by timing.  As put by Orero (2006a) 
in voice-over the message read by the voice which delivers the translation must match 
the body movements which appear on the screen (p. 257). So in contrast to action 
synchrony, kinetic synchrony is exclusively limited to characters who provide 
additional information or reinforce the information conveyed verbally with their body 
language or gestures to the narrator’s explanations.  
 In the case of the corpus analyzed, kinetic synchrony is not very abundant due 
to the characteristics of its format. The four survivors and six experts who explain the 
events are presented in rather static attitudes. There are, however, three examples 
(Appendix 3) where kinetic synchrony is present in the original version and is 
successfully maintained in the translated versions as well. The following analysis will 
present two examples as they illustrate two different strategies of how kinetic 
synchrony was applied in the translated versions. 
 The first example that captures body movements precisely synchronized with 
the audio is presented in Image 8. 
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Image 8: Kinetic synchrony 
 
The description of the situation presented by Lt. Marilyn Wills is accompanied by a 
gesticulation with her hands. Similarly to action synchrony, the body movement 
enhances the audio and should be preserved in the translated version. The task in this 
case is not difficult, as both the Spanish and Polish versions resort to literal 
translation, keeping the same syntactical order in the sentence. 
 However, literal translation is not an indispensable factor in keeping kinetic 
synchrony, as one may suppose. In the following example, Allyn Kilsheimer, a 
structural engineer, explains the reason why the construction of the Pentagon 
withstood such an extreme impact. His reasoning is presented in Table 7. 
Unfortunately, a static image of this segment would not reflect the kinetic movement 
due to the fluidity of the scene. Therefore, no illustration can be provided. 
Table 7: Kinetic synchrony, example 2 – original version 
English (original version) 
Segment 174 
TCR: 00: 36:18-- 00: 36:37 
Allyn Kilsheimer 
With this column right here what would happen is: this beam would say “there’s 
nothing here holding me up anymore and it would say, jeez, I’d better go along this 
steel line over to the next column and see if I can carry myself on the next column”. 
The fact that these bars were doubled up like this even at the top and the bottom led 
that to happen. 
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Allyn Kilsheimer supports his explanation by showing with his hands and arms how 
the beam would go along [the] steel line over the next column and carry [itself] on 
the next column, and how the doubled barrows at the top and the bottom helped to 
withstand the impact [emphasis added in bold]. His gesticulation is additionally 
supported by the camera, which imitates the movement of the beam. Both the Spanish 
and Polish versions kept the kinetic synchrony flawless; however, they resorted to 
different translation strategies as shown by Tables 8 and 9. 
Table 8: Kinetic synchrony, example 2 – Spanish version 
Spanish version 
Segment 174 
TCR: 0: 37:38 - 00: 37:57 
Back translation 
Allyn Kilsheimer 
Si se destruía una columna la viga que se 
encontraba carente de apoyo repartía su 
peso hacia la viga más cercana siguiendo 
el refuerzo de acero. Esto era posible 
porque las barras tenían otra barra doble 
por encima o por debajo.   
Allyn Kilsheimer 
If a column was destroyed, a beam which 
was left unsupported distributed its 
weight to the nearest beam following the 
steel reinforcement. This was possible 
because the bars had another double bar 
above or below.  
  
Table 9: Kinetic synchrony, example 2 – Polish version 
Spanish version 
Segment 174 
TCR: 0: 37:38 - 00: 37:57 
Back translation 
Allyn Kilsheimer 
Gdyby wysadzono tą kolumnę tutaj ta 
belka powiedziałaby: „nic mnie tu już nie 
podtrzymuje. Lepiej przemieszczę się 
wdłuż tej stalowej linii do następnej 
kolumny i sprawdzę, czy mogę się na niej 
wesprzeć”. Dzięki temu, że te belki były 
podwójne tak jak tutaj, na dole lub na 
górze było to możliwe. 
Allyn Kilsheimer 
If this column right here was blown up, 
this beam would say: “there’s nothing 
here holding me up anymore. I’d better 
go along this steel line over to the next 
column and see if I can carry myself on 
it”. By the fact that these bars were 
doubled up like this, at the top and the 
bottom, it was possible. 
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The Spanish version changed the colloquial register entirely, making it much 
more neutral than the original one. The original perspective that presented a 
“personified” beam is not kept in the Spanish version. The text, however, maintains 
kinetic synchrony as the text reflects the main idea of Allyn Kilsheiner’s explanation 
following his movement. The Polish version, on the other hand, keeps the colloquial 
register of the utterance with two minor changes. Both of these changes reduce the 
repetitive parts in the segment. The first one “and it would say, jeez” was simply 
eliminated, while the second “and see if I can carry myself on it” instead of “and see 
if I can carry myself on the next column” [emphases added in bold] resorts to an 
anaphoric expression. This segment is also a perfect example of how at first glance a 
simple utterance might be in fact a complex construction. In this case, the translator is 
dealing not only with kinetic synchrony. The imitating viewpoint of the camera that 
follows the kinetic movement of Allyn Kilsheiner adds an element of action 
synchrony as the image of the column, beam, line and bars has to be precisely 
matched with the explanation. Additionally, isochrony and literal synchrony also 
become important factors as they refer to utterances where the original and translated 
soundtracks are both audible, the second on top of the first. Both these types of 
synchrony are analyzed in the following sections.   
The analysis of kinetic synchrony from the point of view of extralinguistic 
factors started from the assumption that literal synchrony would be an indispensable 
factor in order to maintain kinetic synchrony. The analysis, however, disproved this 
hypothesis. No other guidelines regarding extralinguistic factors were detected during 
the analysis due to the nature of the corpus. We would suggest, then, that further 
research should be undertaken in order to map extralinguistic triggers that are 
essential in the case of kinetic synchrony.  
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7.3. Voice-over isochrony 
As discussed in chapter 5, the notion of voice-over isochrony refers to the adapting of 
the translation in such a way that the beginning and the end of the original utterance 
are audible. It should be highlighted, nonetheless, that voice-over isochrony refers 
only to the segments where speakers appear on the screen, that is, when witnesses, 
experts, or people involved in an event share their experiences or expertise with the 
audience while appearing in the picture. Voice-over isochrony does not apply to 
narrator’s parts as the original soundtrack is completely replaced by the translated 
one.  
 The general analysis detected 59 segments (Appendix 4) that are presented by 
survivors of the attack or experts explaining how the attack was carried out and how 
the Pentagon withstood the impact of a crashing plane. The analysis also showed that 
the practice of voice-over isochrony might in fact take different forms. Despite the 
significant numbers of segments that keep isochrony at the beginning and at the end 
of utterances, there are also a few ones that keep isochrony only at the beginning or 
only at the end. There are also segments where isochrony was completely lost, mostly 
due to the fast tempo sustained by the speakers, in most cases in testimonies. The 
Spanish and Polish versions present quite different patterns when it comes to the 
distribution of types of isochrony as shown in Figure 3. 
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Figure 3: Distribution of the voice-over isochrony 
 
According to Figure 3, the most frequently implemented type of isochrony both in the 
Spanish (27 segments) and the Polish (24 segments) is the one that leaves the original 
soundtrack audible at the beginning of the utterance only. Then the patterns followed 
by the two translations slightly differ. In the Spanish version seems to provide a wider 
disparity of the extremes: there are more segments (16) where isochrony is 
completely lost than where full isochrony is kept (14 segments). In the Polish version, 
on the other hand, although the same number of segments responds to full isochrony 
as in the Spanish (14), fewer segments (11) show no adaptation to the time constraint 
imposed by voice-over isochrony either at the beginning or at the end. The differences 
between the two versions also relate to the segments that maintain isochrony only at 
the end. This type of partial isochrony is, however, present only in the Polish version 
(6 segments). Finally, two segments in the Spanish version and five in the Polish one 
were not translated at all, leaving the original soundtrack audible but 
incomprehensible.  
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 The main purpose of isochrony, as already highlighted in Chapter 5, is that it 
contributes to the sense of authenticity in the translation and prevents a degree of 
mistrust from developing (Luyken et al. 1991, p. 80). The analysis shows that this 
illusion of authenticity is not always sustainable by this kind of synchrony, at least not 
entirely. However, in both the Spanish and Polish versions, most segments try to 
abide by this guideline at least to a certain degree. Table 10 presents a Spanish 
segment where the beginning of the survivor’s testimony is perfectly audible to the 
viewer. For demonstrative purposes, the table also includes the original audio in 
parenthesis with bold typeface. 
Table 10: Isochrony at the beginning – Spanish version 
Spanish version 
Segment 49 
TCR: 00:08:43 - 00:08:48 
Back translation Original version 
Marylin Wills 
(And I just happened to…) 
Miré el rolej por casualidad 
y me di cuenta de que la 
reunión se había alargado 
demasiado.  
 Marylin Wills 
 
I just happened to glance at 
my watch and realized that 
the meeting had been going 
too long.  
Marylin Wills 
 
And I just happened to 
glance at my watch and 
thought oy this meeting 
is going a little long. 
In the Spanish version, the viewer first listens to the original voice of Marilyn Wills. 
After one second it is lowered and overlapped by the translated version with a 
different voice-artist. The illusion of authenticity is reinforced further by the fact that 
Marilyn Wills is translated by a female voice-artist. The same isochrony is applied to 
the Polish version as shown in Table 11.  
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Table 11: Isochrony at the beginning, Polish version 
Polish version 
Segment 49 
TCR: 00:08:43 - 00:08:47 
Back translation  
Marilyn Wills 
(And I just happen…) 
Spojrzałam na zegarek i 
pomyślałam, że spotkanie się 
przedłuża. 
Marylin Wills 
 
I just glanced at my watch 
and realized that the 
meeting had been going too 
long. 
Marylin Wills 
 
And I just happened to 
glance at my watch and 
thought oy this meeting 
is going a little long. 
As in the Spanish version, the Polish viewer is exposed to the first words of Marilyn 
Wills’s testimony in the original version. It produces, however, a different effect as 
Marilyn Wills is translated by the same male voice-artist as the narrator and other 
survivors and experts in the documentary. Rather than proper illusion of authenticity, 
this creates then an illusion of simultaneous interpreting, thus sidelining any attempt 
to approach the viewer with anything close to a suspension of disbelief, if not about 
the content, about the procedure at least. Quite on the contrary, the illusion of a 
simultaneous interpreting would highlight the foreign origin of the speaker. It could 
therefore be argued that the particular practice of choice in both voice-over traditions 
heavily conditions the viewer´s experience and establishes a different convention as to 
how the foreign is presented in its per se value. In this sense, the particular solution 
adopted for this segment at the micro level in the Polish version echoes the more 
general function at the macro level that the voice-over mode is conventionally 
assigned to in Poland, which refers to the direct interrelation between this technique 
and the way it emphasizes the foreign character of the audiovisual product. The 
illusion of authenticity function is replaced by a certification of foreignness, 
contributing to the reinforcement of the general tendency of this AVT mode to make 
some segments of the audiovisual text resemble a foreign-language simultaneous 
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interpreting rather than actual voice over: the intrinsic foreignizing nature of voice-
over as an AVT mode is thus enhanced by the choice of the increased foreignizing 
“illusion” of simultaneous interpreting. 
 The illusion of authenticity is even more patent in full isochrony where the 
beginning and the ending of the utterance are audible in the original. Although, 
quantitatively speaking, the same number of segments maintain this kind of isochrony 
in both versions, it should be stressed from a qualitative point of view that the actual 
segments keeping full isochrony are not always the same segments. In fact, they 
matched in only six cases. Even then, they show some significant differences as 
presented in Tables 12 and 13. 
Table 12: Full isochrony – Spanish version 
Spanish version 
Segment 144 
TCR: 00:29:09 - 00:29:19 
Back translation Original version 
Bobby Hoag 
(My glasses…) 
Todavía llevaba las gafas 
puestas y cuando me las 
quité creí que estaban 
cubiertas de sangre pero no 
era sangre, era la gasolina 
(jet fuel). 
 
Bobby Hoag 
 
My glasses were still on my 
head and when I took them 
off I thought they were 
covered in blood but it 
wasn’t blood, it was jet fuel. 
Bobby Hoag 
 
My glasses were still on 
my head. And when I 
took them off I thought 
they were covered in 
blood because there was 
something on them and 
I now know it was jet 
fuel. 
The Spanish version maintains the voice-over isochrony but at the expense of some 
meta informative value related to the content present in the original (“and I now 
know”). The Polish version, on the other hand, does not resort to any reduction 
technique as shown in Table 13. 
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Table 13: Full isochrony – Polish version 
Polish version 
Segment 144 
TCR: 00:29:11 - 00:29:16 
Back translation Original version 
Bobby Hoag 
(my glasses were still on 
my head…) 
Na głowie miałem wciąż 
okulary, gdy jest zdjąłem, 
myślałem, że są pokryte 
krwią, ale teraz wiem, że to 
było paliwo (now I know it 
was a jet fuel). 
 
Bobby Hoag 
 
 
My glasses were still on my 
head. When I took them off 
I thought they were covered 
in blood but now I know it 
was jet fuel.  
Bobby Hoag 
 
 
My glasses were still on 
my head. And when I 
took them off I thought 
they were covered in 
blood because there was 
something on them and I 
now know it was jet 
fuel. 
The Polish version leaves an even longer chunk of the original soundtrack perfectly 
audible at the beginning and at the end. It also maintains the overall informational 
value of message without any significant reduction in the text. A possible explanation 
for the success of this maneuver is that, in spite of having the same voice-artist who 
reads the entire script trying to keep the same tempo and monotonous tone, Bobby 
Hoag’s speech characteristics—quite slowly paced—enables almost a fully literal 
translation and full voice-over isochrony to be applied.  
 In some cases, however, individual speech characteristics might generate a 
significant lag especially when translated characters speak fast, as in the following 
example in Table 14. 
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Table 14: Voice-over isochrony and the fast speech rate – original version 
English original version 
Segment 77 
TCR: 00:15:21 – 00:15:31 
Allan Wallace 
The building is on fire. This people coming out of the building are terrified, they are 
hurt, they’re burnt, they don’t know where they are. The fire is coming out of the top 
of the window; the smoke is blowing out of the bottom half and these people trying to 
get out of the building.  
In this segment, the speech rate of Allan Wallace is very fast (330 words per minute) 
especially when compared to the narrator’s average which is almost two times slower 
(166 words per minute). In these cases, the translator usually has to resort to two 
solutions: 1) reduce the text; 2) ignore isochrony and use whatever amount of time is 
necessary to deliver the message. Both the Spanish and Polish versions opt for both 
solutions as shown in Tables 15 and 16. 
Table 15: Voice-over isochrony and the fast speech rate – Spanish version 
Spanish version 
Segment 77 
TCR: 00:15:51 - 00:16:02 
Back translation 
Allan Wallace 
El edificio estaba ardiendo. La gente que 
escapaba de dentro estaba aterrorizada, 
herida o quemada. No sabían dónde 
estaban. Por la mitad superior de la 
ventana salía fuego y por mitad inferior 
salía humo. La gente trataba de ir como 
podía. 
Allan Wallace 
The building is on fire. This people who 
were coming out of the inside are 
terrified, hurt or burnt. They didn’t know 
where they were. Out of the top part of 
the window, the fire was coming out and 
from the bottom one, the smoke was 
blowing out. The people tried to escape 
as they could.  
The message is condensed by eliminating repetitions (they’re), the Spanish voice-
artist tries to keep the fast tempo (224 words per minute) and isochrony is not kept in 
order to gain some more time and deliver the message to the fullest extent possible, 
privileging, however, its informational value over the emotional import established by 
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the use of rhetorical repetition. In the Polish version, the same strategy is applied as 
shown in Table 16.  
Table 16: Voice-over isochrony and the fast speech rate – Polish version 
Polish version 
Segment 77 
TCR: 00:15:53 - 00:16:04 
Back translation 
Allan Wallace 
Budynek płonie. Ludzie, którzy z niego 
wychodzą są przerażeni, ranni i 
poparzeni. Nie wiedzą, gdzie są. Z górnej 
części okna, przez które próbowali wyjść, 
wydobywają się płomienie. Z dolnej 
unosi się dym. 
 
Allan Wallace 
The building is on fire. This people who 
are coming out of it are terrified, hurt and 
burnt. They don’t know who they are. 
Out of the top part of the window, 
through which they tried to escape, the 
flames are coming out. From the bottom 
one, the smoke is blowing out.  
As in the Spanish version, the Polish one also resorts to a reduction strategy and 
mixes the two soundtracks overlapping almost to its entirety Wallace´s utterance, 
overriding the assumption of voice-over isochrony.  
 In the Polish version, some segments did not respect the isochrony at the 
beginning but did so at the end, as shown in Table 17. 
Table 17: Voice-over isochrony at the end – Polish version 
Polish version 
Segment 63 
TCR: 00:11:07 - 00:11:2 
Back translation 
Kevin Schaeffer 
Pamiętam gigantyczną kulę ognia, 
przestrzeń eksplodowała, zwalając mnie 
na ziemię. Płonąłem i wiedziałem, że 
muszę ugasić płomienie. Ale to stało się 
tak szybko. Byłem zaszokowany, 
zdezorientowany (disoriented me). 
Kevin Schaeffer 
I just remember gigantic fire ball, the 
space exploding, knocking me to the 
ground. I was on fire and I knew I had to 
extinguish the flames. But it just 
happened so quickly. I was in shock and 
disoriented.  
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The transition between this and the preceding segment is too quick, so it apparently 
blends into just one segment. Isochrony, then, is not kept at the beginning. However, 
Kevin Schaeffer’s slow speech rate allows the narrator to catch up with the text and to 
leave the end of the utterance audible in the original.  
 The last situation detected in the analysis of voice-over isochrony relates to 
segments that were left in the original with no translation at all, as illustrated in Table 
18. 
Table 18: Lack of the voice-over isochrony – no translation 
Spanish and Polish version 
Segments: 82 and 83 
TCR: 00: 16: 00 -- 00: 16: 03  
Follow my voice! 
Come, come this way! 
In both the Spanish and Polish versions, these two segments were left completely 
audible in the original version. However, immediately afterwards Kevin Schaeffer 
explains the situation: Some young guys were saying: there is a way out here. There’s 
is a way out this way, this way. So we didn’t question much we just kind of grabbed 
on each other, hunched over and made for the door (Pentagon 9/11, 2004). The 
choice of not providing a direct voice over for these short utterances resembles a 
situation of consecutive interpreting, where the target audience first listens to the 
original utterance and then he hears a translation. Again the communicative goal is 
shifted towards an illusion, not of authenticity, but of testimoniality, by virtue of 
which the viewers are put in the position of observers of a foreign, yet realistic, event, 
where the protagonists are viewed as individuals belonging to a different linguistic 
domain. 
Extralinguistic factors that determine voice-over isochrony resort, similarly as 
in action synchrony, to reduction techniques and to the specific characteristics of the 
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voice-artist. However, in the case of voice-over isochrony, those two factors do not 
stem exclusively from time-related criteria, but they also depend on a sustained effort 
to generate an illusion of authenticity. This factor, emphasized by theoreticians 
(Luyken, et al. 1991, Franco, Matamala, & Orero, 2010, among others), is much more 
conspicuous in the Spanish version than in the Polish. This might be a consequence of 
the fact that voice-over mode in Spain is usually associated with genre (nonfictional 
production), while in Poland it is associated with the medium (TV).  
7.4. Literal synchrony 
The last type of synchrony analyzed is literal synchrony, which consists of translating 
the audible original at the beginning and the end of an utterance, literally trying, as 
much as possible, to maintain a word-by-word correspondence between the target and 
the source. As pointed out by Luyken et al. (1991): 
The first and last words will not only be heard by the audience but very often 
be understood by some of them. Because of this, the translator, while 
struggling to render the message contained in the statement, will also have to 
give a much more exact translation of the two to four words at the beginning 
and the end. Sometimes even a well-considered semantic translation will not 
suffice and a literal translation will have to be given (p. 141).   
 However, as highlighted by Orero (2006), professionals consider that maintaining a 
genuine language structure is their priority, rather than rending a literal translation 
(p. 261).  
 Literal synchrony is directly related to voice-over isochrony and can be 
analyzed only in those segments when at least partial voice-over synchrony is 
maintained. The analysis of voice-over isochrony revealed differences between the 
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Spanish and Polish versions. For instance, in some segments isochrony was 
maintained in the Spanish version and completely lost in the Polish one. The analysis, 
however, although carried out on different segments, points to many similarities. The 
general analysis for the Spanish version is presented in Appendix 5 and in Appendix 6 
for the Polish one.  
 In the Spanish version 14 segments kept full voice-over isochrony and 27 
segments were characterized by partial isochrony (see Figure 3: Distribution of voice-
over isochrony). Therefore, the analysis of literal synchrony in the Spanish version 
was carried out on 41 segments which were distributed as shown in Figure 4.  
Figure 4: Distribution of the literal synchrony – Spanish version 
 
According to Figure 4, full voice-over isochrony was accompanied by full literal 
synchrony in only six segments. In other words: those audible segments at the 
beginning and the end of an utterance were literally translated. Interestingly, none of 
the rest of the segments with full isochrony kept literal synchrony at the beginning, 
while three of them kept it at the end. The other five segments with full isochrony did 
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not keep literal synchrony at all. On the other hand, in utterances with partial 
isochrony, literal synchrony was encountered in 11 segments while in the majority of 
them (16 segments), literal synchrony was lost. Generally, literal synchrony was lost 
in over half of the segments. 
In the Polish version, an analysis of literal synchrony was carried out on the 43 
segments that showed any kind of isochrony (full or partial) and the results are 
presented in Figure 5.  
Figure 5: Distribution of the literal synchrony – Polish version 
 
The bar graph shows a rather diversified distribution. Out of 14 segments with full 
voice-over isochrony, only five kept full literal synchrony. One excerpt was translated 
literally only at the beginning while four only at the end. Four segments with full 
voice-over isochrony did not keep literal synchrony at all. Only five segments with 
isochrony only at the beginning recreate literal synchrony while the vast majority (18) 
did not. Out of six segments with isochrony at the end, only two audible excerpts 
were translated literally and four used other translation options. A general conclusion 
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for Polish as well as Spanish versions is that over half of the segments with some kind 
of isochrony (26) did not keep literal synchrony. 
As mentioned above, full isochrony combined with literal synchrony is 
considered an exemplary guideline from the theoretical point of view, as it contributes 
to generating an illusion of authenticity (Luyken et al., 1991) as Tables 19 (Spanish 
example) and 20 (Polish example) illustrate this process. 
Table 19: Literal synchrony and the illusion of authenticity – Spanish version 
Spanish version 
Segment  (56) 
TCR: 00:09:42 - 00:09:50 
Back translation 
Daniele 
(we lost) 
Perdimos el contacto por radar con la 
nave y esperamos nerviosamente y 
corazón se nos salía del pecho. (chest) 
Daniele 
 
We lost radio contact with that aircraft 
and we waited and your heart’s just 
beating out of the chest. 
In this segment of the Spanish version, the only audible parts in the original are the 
beginning (We lost) and the end (chest), both translated literally (perdimos and pecho, 
respectively). 
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Table 20: Literal synchrony and the illusion of authenticity – Polish version 
Polish version 
Segment  (66) 
TCR: 00:11:42 - 00:12:33 
Back translation 
Marilyn Wills 
(Someone grabbed...) 
Ktoś złapał mnie z tyłu za spodnie, 
powiedziałam „trzymaj się mnie, idź za 
mną wyjdziemy stąd.” Zacząliśmy się 
czołgać. Ja pierwsza, kobieta cywil za 
mną. Nie wiedziałam, że było za nią 
wielu ludzi, ponieważ nic nie było widać. 
Gdybym wyciągnęła przed siebie rękę, 
nie widziałabym dłoni tak było ciemno od 
dymu. Kobieta za mną pociągnęła mnie 
za spodnie i stwierdziła, że nie da rady iść 
dalej z powodu dymu. Powiedziała każdy 
wdech boli. Miałam na sobie czarny 
wojskowy sweter. Z sufitu lała się jakaś 
ciecz, zmoczyłam w niej sweter i ssałam 
go, ponieważ czułam jak moej usta 
płonęły. Podałam jej sweter i 
powiedziałam ssij, nie połykaj tylko ssij i 
wypluwaj (don’t swallow, just suck and 
then spit it out). 
Marilyn Wills 
 
Someone grabbed me from the backs of 
my pants and I said: “hold on to me. 
Follow me, we will get out of here”. We 
started to crawl. I was first and the 
civilian was behind me. I didn’t know 
that there were several people behind her 
because you couldn’t see anything. If you 
put your hand in front of you face you 
could not see your hand. It was that dark 
from the smoke. Then the lady behind 
grabbed my pants and said she couldn’t 
go any further because of the smoke. She 
said that every breathe hurts. I had on me 
my black army sweater. There was some 
liquid falling from the ceiling, I just put 
my sweater on it and soaked it on it 
because I felt my mouth was on fire. So I 
just passed the sweater to her and said 
soaked on this, don’t swallow just suck 
and then spit it out. 
 
In the Polish example, the beginning of the utterance (Someone grabbed) and the end 
(don’t swallow, just suck and then spit it out) are also translated literally (Ktoś złapał 
and nie połykaj tylko ssij i wypluwaj, respectively). 
 The analysis of all segments with the pattern of full literal synchrony suggests 
that  full literal synchrony might be achieved under two conditions: 1) the speaker is 
speaking slowly; 2) the syntactic structure of the audible sentences in the original 
language is similar to the syntactic structure in the target language. These 
requirements are not easily met simultaneously, especially when three languages from 
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different language sub-families are being compared, as in the present study. 
Therefore, this ideal situation of full isochrony accompanied by full literal synchrony 
is applied to a very limited number of segments, suggesting what was already 
emphasized by Orero (2006a) among others, i.e. that the priority of the translation is 
to keep a natural syntax structure and idiomaticity in the target language rather than a 
literal but unnatural construction. In contrast to Luyken et al. (1991), who consider 
the illusion of authenticity and lack of literal synchrony as contradictory categories, it 
could be claimed that from this analysis those two aspects are in fact interdependent. 
Literal translation creates an illusion of authenticity only in as much the translation 
meets the expectations of idiomaticity and proper syntactic structure of the target 
language. Literal synchrony accompanied by a non-grammatical translation would 
threaten the illusion of authenticity and would potentially disturb the reception. 
Literal synchrony, although kept in mind, does not seem to constitute a top-tier 
priority in the translation process as the results of this analysis demonstrate.  
Linguistic differences might result from general structural/grammar 
differences (as shown in the Polish example in Table 21), or might be related to the 
spontaneous character of the utterance (as shown in the Spanish example in Table 22). 
For illustrative and comparative purposes these two Tables also contain the original 
version.  
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Table 21:  Literal synchrony and linguistic differences – Polish version 
Polish version 
Segment (144) 
TCR: 00:29:11 - 00:29:16 
Back translation Original English version 
Bobby Hoag 
(My glasses were still on 
my head…) 
Na głowie miałem wciąż 
okulary, gdy jest zdjąłem, 
myślałem, że są pokryte 
krwią, ale teraz wiem, że to 
było paliwo (now I know it 
was a jet fuel). 
Bobby Hoag 
 
 
On the head, I was still 
heaving my glasses. When I 
took them off I thought that 
they were covered in blood 
but now I know that it was 
jet fuel. 
 
Bobby Hoag 
 
 
My glasses were still on 
my head. And when I 
took them off I thought 
they were covered in 
blood because there was 
something on them and I 
now know it was jet 
fuel. 
The beginning which is audible in the original (My glasses were still on my head) is 
not literally translated into Polish and the original passive voice is transformed in the 
Polish version into the active one. In fact, the differing uses of the passive voice are 
typically a very good measure of the grammar differences between these languages. It 
is used in English much more frequently than in Polish, or in Spanish for that matter. 
While grammatical, a literal translation would constitute a rather bizarre construction 
that would possibly distract attention from the content and toward the unidiomatic 
phrasing. On the other hand, the structure of the final wording is very similar to its 
rendition in Polish, thus enabling a translation that is both natural and literal. The 
spontaneous characteristics of speech in source segments are also another reason why 
literal synchrony is not an effective solution, as shown in Table 22.  
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Table 22: Literal synchrony and linguistic differences – Spanish version 
Spanish version 
Segment (176) 
TCR: 00: 38:07 - 00: 38:15  
 
Back translation Original English version 
Allyn Kilsheimer 
(What this does…) 
Esto impide que las barras 
se doblen hacia afuera y 
previene que el acero se 
salga de esta jaula (cage).  
Allyn Kilsheimer 
 
This impedes that these bars 
bend outward and it 
prevents that the concrete 
comes out from this cage. 
 
Allyn Kilsheimer 
 
What this does, is this 
stops these bars from 
bending outward and it 
stops the concrete from 
in here from coming out 
of this cage. 
Similarly to the Polish segment, the Spanish ending is translated literally. The 
beginning, however, is not since it contains the expression what this does, is this stops 
which is characteristic of spontaneous speech and is translated by a more formal “Esto 
impide”. As analyzed by Franco, Matamala and Orero (2010), certain parts of 
documentaries depict a language which is generally full of hesitations, false starts, 
syntactic anomalies and other oral features which have to be changed into precise 
discourse so that the final audience understands it (p. 74). Sepielak and Matamala 
(forthcoming) add that in non-fictional products, these oral markers are generally 
used by so-called ‘talking heads’ and are often omitted from the translation because 
the information is considered more important than the reproduction of a spontaneous 
language. Therefore, the Spanish translation decided to eliminate the expression as it 
did not entail an informative value related to the content of the utterance, although 
information about the quality of the utterance is suppressed.  
  In order to emphasize the statement made previously which indicated that 
proper syntactic structure is an important element of the illusion of authenticity, Table 
23 compares the translated version to a hypothetical literal translation of the segment. 
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Table 23: Literal synchrony and illusion of the authenticity – hypothetical translation 
Spanish version 
Segment (176) 
TCR: 00: 38:07 - 00: 38:15  
Hypothetical literal translation 
Segment (176) 
Allyn Kilsheimer 
Esto impide que las barras se doblen 
hacia afuera y previene que el acero se 
salga de esta jaula.  
Allyn Kilsheimer 
Lo que esto hace es esto impide que estas 
barras se doblen hacia el exterior y que se 
frene al hormigón de ahí dentro a salir de 
esta jaula  
This hypothetical literal translation keeps all the oral markers, in contrast to the real 
version, which does not. However, the resulting phrasing is much longer and 
syntactically convoluted.  
Another very similar example illustrating a parallel usage of literal synchrony 
is the case of the segments with full isochrony that keep a literal translation only at 
the beginning. In fact, in the Spanish version, this pattern was not encountered at all 
while in the Polish a single example could be detected (Table 24). 
Table 24: Literal synchrony at the beginning – Polish version 
Polish version 
Segment (212) 
TCR: 00:45:51 - 00: 45:56 
 
Back translation 
Kevin Shaeffer 
(That builindg...) 
Ten budynek jest symbolem siły 
Ameryki. Wyleczyliśmy go (we have 
healed that builidng) 
Kevin Shaeffer 
 
That building is a symbol of the strength 
of America. We have healed it.  
This example, similarly to the previous one, shows a characteristic feature of 
spontaneous speech, i.e. repetition. The translated version avoids the repetition of the 
word “building”, especially unnecessary in such a short segment for merely 
informational purposes or issues of macrotextual cohesion.   
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The Spanish and Polish versions also show similar statistics when it comes to 
the segments with full isochrony and no literal synchrony at all. Five segments in the 
Spanish version and four in the Polish one do have full isochrony, but literal 
synchrony is not recreated in them as shown in Tables 25 and 26. Again, 
quantitatively speaking, both versions show a similar number of segments that keep 
full isochrony and no literal synchrony. It should be stressed, however, from a 
qualitative point of view, that the actual segments maintaining this pattern are not 
always the same ones. For comparative reasons, the original version is shown in the 
Tables. 
Table 25: Full voice-over isochrony and no literal synchrony – Spanish version 
Spanish version 
Segment (140) 
TCR: 00:28:22 - 00:28:34  
Back translation Original version 
Thomas Stanton 
(What this forces did) 
La potencia del impacto 
aplastó todo lo que encontró 
a su paso y lo redujo a ruinas 
que luego ardieron. Se 
desplomaron las paredes y 
los techos. Lo aplastó todo. 
(and just pushing it 
everywhere) 
Thomas Stanton 
 
The power of the impact 
crushed everything in its 
path and reduced it to ruins 
then burned afterwards. The 
walls and ceiling collapsed. 
It crushed everything. 
Thomas Stanton 
 
What these forces did 
was push everything all 
around through the 
building in the piles and 
they burnt, taking out 
the walls, taking out the 
ceilings, everything and 
just pushing it 
everywhere. 
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Table 26: Full voice-over isochrony and no literal synchrony – Polish version 
Polish version 
Segment (140) 
TCR: 00:28:18 - 00:28:31 
 
Back translation Original translation 
Thomas Stanton 
(what these forced did) 
Siła nośna przepychała 
szczątki przez budynek 
tworząc sterty, które 
płonęły. Burzyła ściany, 
zrywała sufity i rozgniatała 
wszystko dookoła. (and just 
pushing it everywhere) 
 
Thomas Stanton 
 
The lift was pushing the 
remains through the 
building creating piles that 
burned. It destroyed walls, 
ceilings and crushed 
everything around. 
Thomas Stanton 
 
What these forces did 
was push everything all 
around through the 
building in the piles and 
they burnt taking out the 
walls, taking out the 
ceilings, everything and 
just pushing it 
everywhere. 
Both the beginning of the utterance (What these forced did) and the end (everything 
and just pushing it everywhere) in the original version show strong characteristics of 
oral speech. The segment is in fact just another example establishing the importance 
of syntactic anomalies and oral speech markers as crucial factors in recreating (or 
failing to recreate, as it is in this case) literal synchrony.  
   Full literal synchrony, similarly to full voice-over isochrony, involves a far 
bigger constraint than partial literal synchrony which provides much more flexibility 
in sentence construction. Here, however, the comparison between the Spanish and the 
Polish versions reveals yet wider differences in their distribution. In the Spanish 
version, eleven segments with partial voice-over isochrony kept literal synchrony at 
the beginning while in the Polish version there were only five segments to do so. 
Tables 27 and 28 show the Spanish and Polish examples of such distribution. For 
illustrative reasons, the original version is also included in the tables. 
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Table 27: Partial literal synchrony – Spanish version 
Spanish version 
Segment (11) 
TCR: 00:01:28 – 00:01:36 
Back translation Original version 
Marilyn Wills 
(That morning I…) 
Esa mañana llamé a una 
amiga para ver si pudieran 
llevar a los niños al colegio 
porque mi marido y yo no 
podíamos. Así que les di un 
beso y me fui. 
 
 
 
That morning I called a 
girlfriend and asked if she 
could get the kids to school 
because my husband and I 
couldn´t. So I kissed them, 
and went out.   
 
Marilyn Wills 
 
That morning I called a 
girlfriend and asked if 
she could get the girls to 
school because I had to 
go and my husband had 
to go. So I kissed them, 
smacked them …., I’m 
out.   
In this case, only the beginning of the utterance (That morning I) is audible and 
literally translated, similarly to another example taken from the Polish version.   
Table 28: Partial literal synchrony – Polish version 
Polish version 
Segment (156) 
TCR: 00:32:35 - 00:32:40 
Back translation Original version 
Bobby Hoag 
 (I remember...) 
Pamiętam gigantyczną kulę 
ognia, przestrzeń 
eksplodowała przewracając 
mnie na ziemię. 
Bobby Hoag 
 
I just remember a gigantic 
fire ball, the space exploded 
knocking me to the ground 
Bobby Hoag 
 
I just remember a 
gigantic fire ball, the 
space exploding and hm 
knocking me to the 
ground.  
Just as in the Spanish example, the audible portion at the beginning of the original is 
translated literally. In both examples, however, the translation coincides with the 
ending of the original, which would constitute perfect, full literal synchrony had the 
last words been audible. In fact, this is the case for all segments characterized by 
partial isochrony with literal synchrony in the Spanish version, and the majority of 
them in the Polish. As already mentioned, literal synchrony depends on voice-over 
isochrony in a direct way, underlying its fundamental assumption: time constraints. 
Therefore, the main hurdle would seem to be in this case limited time, the speaker´s 
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tempo and the relevance of the information contained that did not allow for viable 
reductions that may have enabled the end of an utterance to be audible.  
 However, the results show that the majority of segments with partial isochrony 
both in the Spanish and Polish versions (16 and 18, respectively) did not keep literal 
synchrony at all, undermining the actual incidence of the time factor and enhancing 
the already mentioned reference for syntactic appropriateness and overall 
idiomaticity. Another example that emphasizes this preference is presented in Tables 
29 and 30.  
Table 29: Literal synchrony and linguistic differences, example 2 – Spanish version 
Spanish version 
Segment (187) 
TCR: 00: 39:05 - 00: 40:41  
Back translation Original version 
Bobby Hoag 
 (If you gonna have to do) 
Si hay que sufrir un 
atentado como este mejor 
estar dentro del Pentágono 
que en ningún otro sitio. 
Que Dios nos guarde de que 
ocurra algo así pero este es 
el lugar más seguro que se 
puede elegir.  
 
Bobby Hoag 
 
If you have to suffer an 
attack like this better be 
within the Pentagon that 
anywhere else. May 
God save us from thing 
to happen but this is the 
safest place to choose 
from. 
Bobby Hoag 
 
If you gonna have to go 
through something awful 
like this, you know, the 
Pentagon is as good place to 
chose as any. 
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Table 30: Literal synchrony and linguistic differences, example 2 – Polish version 
Polish version 
Segment (187) 
TCR: 00: 39:05 - 00: 40:41  
Back translation Original version 
Bobby Hoag 
(If you gonna have to do) 
Gdyby ktoś musiał przejść 
przez tak okropne 
doświadczenie, mógły 
wybrać do tego Pentagon 
tak jak każde inne miejsce. 
Nie życzę nikomu, żeby 
musiał dokonywać takiego 
wyboru, ale w razie 
potrzeby Pentagon byłby 
najlepszym miejscem. 
Bobby Hoag 
 
If someone had to go 
through such a terrible 
experience, he could 
choose the Pentagon for 
it just like any other 
place. I do not want 
anyone to have to make 
that choice, but if 
necessary, the Pentagon 
would be the best place. 
Bobby Hoag 
 
If you gonna have to go 
through something awful 
like this, you know, the 
Pentagon is as good place to 
chose as any. 
In the Polish version, the analysis also detected six segments with partial voice-over 
isochrony at the end of an utterance. As already mentioned, no isochrony was kept at 
the beginning due to the fast tempo of those utterances and the lack of synchrony 
between changing speakers. This means that none of the segments kept literal 
synchrony either. The example of this situation is presented in Table 31.  
Table 31: Partial isochrony and no literal synchrony – Polish version 
Polish version 
Segment (23) 
TCR: 00:04:24 - 00:04:35 
Back translation Original version 
News reporter 
Z ostatniej chwili. 
Niepokojące zdjęcia na żywo. 
Do wieży World Trade 
Center. Mamy 
niepotwierdzony raport, że w 
jedną z wież uderzył samolot 
(of World Trade Center). 
 
News reporter 
From the last moment. 
Disturbing images live. 
The tower of the World 
Trade Center. We have 
an unconfirmed report 
that in one of the towers 
hit the plane.  
News reporter 
This just in, just you are 
looking at a obviously 
very disturbing life shot. 
There that is the World 
Trade Center and we 
have unconfirmed report 
that a plane has crashed 
into one of the towers of 
the World Trade Center  
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The beginning of this utterance (this just in) contains implicit information for the 
viewer that he or she is dealing with live coverage. The news is usually created based 
on a strict format that differs substantially among languages and even countries. The 
format of the news in Spain is different from the one in Mexico, for example. This 
influences the syntax employed in the sense that it needs to fulfill a double goal 
specific to a very specific communicative context:  it has to support the semantic 
import of the message, but at the same time must be adapted to a format that would 
implicitly transmit to the viewer that he or she is dealing with a piece of news. The 
spontaneous character of the original is reflected in the repetition of the phrase 
“World Trade Center”, substituted by the stylistic figure pars pro toto, which impedes 
literal synchrony. This is a very illustrative example, since it combines all the factors 
that typically impede literal synchrony. 
To summarize, extralinguistic factors determining literal synchrony are: voice-
over isochrony, speaker’s speech tempo, and syntactic structure, all usually being 
strongly interdependent. The first factor stems from the fact that literal synchrony is 
physically dependent on voice-over isochrony. In other words, literal synchrony 
fulfills its function only in those parts where the beginning and/or the end of an 
utterance are audible in original. However, the analysis has shown that voice-over 
isochrony strongly depends on the speaker’s speech tempo. The utterances where 
speakers spoke more slowly presented a more frequent implementation of voice-over 
isochrony, essential for literal synchrony. Although those two factors are crucial in 
order to enable literal synchrony, they often are not sufficient, even in segments 
fulfilling these two requirements. Literal synchrony could not be kept due to the 
syntactic structure of the utterance. It should thus be highlighted that literal synchrony 
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is also strongly linked to linguistic factors that would require a more comprehensive 
corpus for an in-depth discussion.  
 
  
  
Conclusions 
The aim of this study was to provide an exhaustive analysis, and a methodology for a 
systematic analysis of one of the crucial aspects of translating documentaries in voice-
over mode: synchronization techniques. A comparison between two versions of one 
particular documentary film enabled an analysis of the differences between voice-
over practices in two different linguistic traditions, the Spanish and the Polish. Firstly, 
some general reflections on the voice-over mode in those countries helped to explore 
fundamental differences in those traditions and what implications those traditions may 
have on the reception of this audiovisual mode. On the one hand, Spain is a dubbing 
country where voice-over mode is used almost exclusively for documentaries. This 
results in a strong association of this mode with the non-fiction genre. It also implies 
the association of voice-over with the notion of “illusion of authenticity”, where 
convention establishes that no manipulation is supposed to take place, as opposed to 
dubbing. On the other hand, the Polish version responds to a completely different 
reality: in Poland, voice-over does not depend on the genre but on the medium, as all 
non-Polish programs in television are voiced-over. Therefore, the interdependence 
between voice-over and illusion of authenticity is barely, if at all, present.  
Our analysis showed different patterns when it came to this translation mode 
itself. In the Spanish voice-over, each character present in the documentary has its 
individual voice-artist. The selection of the voice-artist is based, inter alia, on the 
characters’ gender. Hence, male characters are voiced by a male voice-artist and 
female characters by a female one. This procedure provides a better distinction 
between characters themselves and also between characters and the narrator. This has 
implications inasmuch the length of the actual production process is longer as more 
  
94 
 
actors should record their voices on different soundtracks that are all mixed at the 
final stage. The Polish voice-over differs significantly in this aspect, as it implies one 
single male voice-artist (except for some singular nature documentaries or cooking 
programs) providing the translation for all the speakers, be they male or female, or 
even the narrator, whose function is therefore degraded from the "voice of God" to a 
simple “voice of an interpreter”. Using one single voice-artist also has some 
significant implications in the translation process, as it implicitly includes a need of 
reduction, especially in segments with overlapping or that include fast changing 
dialogue. This factor also influences the reception of the documentary, as a clear-cut 
distinction between the participants becomes rather distorted.  
Having in mind those significant differences, the study turned to analyzing 
another key aspect when translating documentaries in voice-over mode: 
synchronization techniques. The goal of this part of the analysis was to map which 
synchronies are used in each version of the movie in order to be able to scrutinize 
how the actual practice of voice-over translation overcomes the barriers of language, 
culture and preferences, and whether it does so in similar or in disparate ways in both 
languages. The classification proposed by Franco, Matamala and Orero (2010), with 
four different kinds of synchrony, was used as it embraced all the potential variants of 
coherence between image, audio and the co-existence of two soundtracks.  
The analysis focused first on action synchrony. The results showed that the 
Spanish version managed to keep the action synchrony in many more segments than 
the Polish one did. This disparity in the Polish version was caused by three main 
extralinguistic factors: 1) less frequent application of reduction techniques; 2) the 
characteristics of the voice-artist in the translated versions; 3) the mixing process.  As 
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all these aspects violated time constraints, and action synchrony simply could not be 
kept in a larger number of instances.  
Secondly, the analysis shifted its focus to kinetic synchrony. The results 
showed that due to the format of the documentary, kinetic synchrony was detected in 
very few segments and was kept evenly by both the Spanish and the Polish 
translations. Considering the main assumption of kinetic synchrony, that underscores 
coherence between audio and body movements, the analysis went one step further 
into verifying whether literal translation is an essential factor to maintain kinetic 
synchrony in the translation. Results showed that literal translation is one of the 
possible solutions but not the only available one. The analysis could not, however, 
further develop this aspect due to the very limited number of segments with kinetic 
synchrony found in the corpus. It should be emphasized that kinetic synchrony 
constitutes a genuinely interesting aspect from the translation point of view: 
consistency between body movements and audio might constitute a challenging task 
for the translator who has to deal with an unchangeable image and audible original 
soundtrack. The challenge stems also from the fact that body language is related to 
culture. Therefore, in order to understand kinetic synchrony better, a more extensive 
analysis with a broader corpus should be carried out.  
The next step in the analysis was the examination of voice-over isochrony. 
This technique refers to a common practice consisting of leaving the original speech 
audible in the foreign language for a few seconds at the onset and the end of a 
segment. This characteristic constitutes a defining factor of the voice-over mode itself 
(see Díaz Cintas & Orero 2005). However, the analysis revealed that this fundamental 
assumption of voice-over is rather neglected in the translation analyzed. Less than one 
third of the segments could be categorized as keeping full isochrony. Interestingly 
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enough, this proportion was the same for both versions although the distribution 
pattern of this type of synchrony differed between Spanish and Polish. The results 
also showed that voice-over isochrony, if applied, might take distinct forms of full 
isochrony or partial isochrony, which in turn may show audible parts in the original 
either at the beginning or at the end. In both versions, the extralinguistic factors that 
appear to be decisive in the use of isochrony are time constraint and the particular 
brevity of some segments which leave too little time for the translated version to catch 
up. In the case of the Polish translation, however, there is also an additional 
constraint: the speech rate of the speakers combined with the fact that one single 
voice-artist is used. As already mentioned, the voice-artist renders the translated 
version in a monotonous manner in Polish. He also keeps his speech rate constant, 
which can be a problem when translating other speakers with much higher speech 
rates, as shown in the examples. This influences significantly the translation process 
as those segments spoken faster must be considerably condensed. In the Spanish 
version, as each speaker is translated by a different voice-artist, this problem is easily 
resolved as the speech rate of voice-artists might simply differ. Despite this drawback, 
it is not very likely that voice-over in Poland would suddenly adopt a format similar 
to the Spanish one. The long standing communicative convention of single voice actor 
that the Polish audience is used to, and also economic reasons, should be seen as 
crucial factors. However, introducing another voice-artist that would allow a 
distinction between the voice of narrator and the voice of other characters present in 
the documentary could be beneficial for the quality of the reception. It would also 
restore the semiotic function the narrator has in the original documentary (or in the 
Spanish voice-over for that matter), which would consequently influence the illusion 
of authenticity. 
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The final step of the analysis was centered on literal translation, the most 
contentious issue between theoreticians and practitioners (Luyken et al. 1991; Orero, 
2006a, Franco, Matamala, & Orero, 2010). In fact, the results show that literal 
synchrony is maintained in a very limited number of segments, thus signaling that 
translations prioritize maintaining a proper syntactic structure that is familiar to the 
receiver, rather than providing literal but odd-sounding constructions. Theoreticians 
argue that literal synchrony is an essential factor in creating an illusion of 
authenticity, and it should be achieved even at the expense of coherent translation. 
This study, however, challenges this argument, suggesting that illusion of authenticity 
helps to achieve audience-oriented translation and seems therefore to be preferred. A 
literal translation accompanied by less than acceptable phrasings in the target 
language would question the true value of the illusion of authenticity, and could 
potentially disrupt the reception of the segment. Therefore, the importance of literal 
synchrony is not supported by the specific corpus analyzed as crucial to the 
professional translation process.   
To summarize, a descriptive analysis and comparison between Spanish and 
Polish versions helped to establish that extralinguistic differences in the voice-over 
influence not only the translation techniques but also potentially the reception of the 
final products. The examples which were provided illustrated not only some 
extralinguistic aspects but also certain strictly linguistic factors important in the voice-
over process. The results of this study suggest subsequent research that should 
examine a more comprehensive corpus, and that it should explore possible guidelines 
for the improvement of aspects of synchronization strategies in voice-over translation. 
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Appendix 1– Segments excluded from the analysis 
 
Segments present in original but absent in Polish and Spanish versions 
 
00:00:41 – 00: 00: 
46 
Marilyn Willis 
I told her hold on to me. Don’t let me go wherever I go. I got you. 
You gonna get out here. 
 
00:06:58 –  00:07:05 
 
Bobby Hoag 
So, everybody known now what’s happening and mm you know now 
you have to act to do something 
00:07:54 –  
00:07:55  
 
Allan Wallace  
Hi this is Chief Campbell 
 
 
Segments present in the Spanish version but absent in the original 
 
00:00:53 – 00:00:57 
 
Narrator 
Segundos catastróficos. 11 S. El ataque al Péntagono.  
 
00:04:37 – 00:04:41  
 
Narrator 
Una extraña intranquilidad de adueña de las oficinas del Pentágono. 
 
00:04:45 – 00:04:48 
 
Narrator 
Todo el mundo está transfigurado por acontecimientos de Nueva 
York.  
 
00:06:55 –  00:07:22  
 
Bobby Hoag 
Ahora todo el mundo sabe lo que está pasando y hay que hacer algo, 
hay que reaccionar. Por algo estamos en el Pentágono, en el cuartel 
general militar. Empecé por pedir a nuestro asistente de que llamara a 
la seguridad para verificar el estado de nuestro edificio. Nadie lo 
estaba vigilando. Todo el mundo estaba pegado a la televisión. El 
cabo volvió y me dijo que la situación de amenaza era lo normal. Yo 
pensé que no podía ser cierto.  
 
00:07:22 – 00:07:27 
 
Narrator 
Pero en pocos segundos el nivel de seguridad del edificio se eleva con 
rapidez. 
 
00:13:49 –  00:14:01 Narrator 
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 Nueve cuarenta de la mañana. Las calles que llevan al Pentágono 
están bloqueadas. Los equipos de rescate tienen que abrirse paso para 
llegar a la zona del siniestro. 
 
00:21:22 – 00:21:32  
 
Bob Francis 
Resultaba más difícil de lo normal porque los controladores estaban 
buscando un avión con dirección al oeste que era la dirección inicial 
del vuelo y suponían que continuaría viajando en esa dirección.  
 
00:27:50 –  00:28:02 
 
John Yates 
En la oficina donde trabajaba yo murieron 24 personas. Tres de ellas 
justo al lado de mi despacho. Mi jefe y dos amigos. Además de esos 
21 compañeros.   
00:29:19 – 00:29:23  
 
Narrator 
Stan Ames, es un científico experto en fuego que estudia cómo se 
compartan los incendios 
 
00:29:24 – 00:29:49  
 
Stan Ames 
Imagínense lo que sería estar en el interior en un  edificio cubierto de 
la fina niebla de combustible aéreo con un fuego repentino al que 
sigue una violenta explosión. En un instante el aire fresco se 
transformó en un intenso calor. El tipo de reacción entre el aire y el 
combustible de los aviones se utiliza en bombas y señalas para extraer 
todo el oxígenos del atmósfera y crear unas condiciones ambientales 
letales. 
 
 
 
Segments present in the Polish version but absent in the original 
 
00:00:53 –  00:00:57 
 
Narrator 
Tuż przed tragedią. Pentagon. 11 września. 
 
00:04:38 –  00:04:40 
 
Narrator 
Dziwna cisza zaczyna spowijać buira Pentagonu. 
 
00:04:45 – 00:04:48 
 
Narrator 
Uwagę wszystkich przykuły wydarzenia rozgrywające się w Nowym 
Jorku. 
 
00:06:55 –  00:07:22  
 
Bobby Hoag 
Wszyscy już wiedzą, co się dzieje. Trzeba zacząć działać. Jesteśmy 
przecież w Pentagonie, to siedziba główna sił wojskowych. 
Poprosiłem pracownika, żeby zadzwonił do ochrony i sprawdził stan 
budynku. Wszyscy patrzyli w telewizję, nikt go nie pilnował. Kapral 
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wrócił i powiedział, że stan zagrożenia jest w normie. 
Odpowiedziałem, że to nie możliwe. 
 
00:07:23 –  00:07:27  
 
Narrator 
W ciągu kilku sekund poziom ochrony budynku gwałtownie wzrasta. 
 
00:13:49 –  00:13:59  
 
Narrator 
Dziewiąta czterdzieści. Drogi wokół Pentagonu są zablokowane. 
Brygady ratunkowe muszą się przedrzeć, żeby dotrzeć do strefy 
katastrofy. 
 
00:21:22 - 00:21:30  
 
Bob Francis 
Kłopot polegał na tym, że szukali na zachodzie, ponieważ samolot 
planowo leciał w tamtym kierunku. Założyli, że nadal będzie lecieł w 
tamtą stronę. 
 
00:27:50 – 00:28:04 
 
John Yates 
W pomieszczeniach, w których pracowałem zgineły wówczas 24 
osoby. Trzy w moim biurze. Mój szef i dwóch współpracowników. A 
także 21 innych przyjaciół.  
 
00:29:20 –  00:29:23 
 
Narrator 
Stan Ames jest naukowcem, który bada, jak zachowuje się ogień,  
 
00:29:25 –  00:29:46 
 
Stan Ames 
Wyobraźmy sobie, jak musiało to wyglądać wewnątrz. Nagle pojawiła 
się mgiełka paliwa lotniczego, a potem ogień, który ją spalał 
wybuchając. W jednej chwili świeże powietrze stało się nieznośnie 
gorące. Ten typ reakcji paliwa z powietrzem wykorzystuje się w 
bombach, które po wybuchu usuwają cały tlen z atmosfery i stwarzają 
śmiercionośne warunki. 
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Appendix 2 – Action synchrony 
 
Code of the segment Spanish version Polish version   
5 - -  V – action synchrony kept 
6 V -   -  – no action synchrony 
7 V V   
12 V V   
13 V V   
14 V -   
16 V V   
17 V V   
21 V -   
22 V -   
27 V V   
36 V V   
38 - -   
45 - V   
46 V V   
50 - V   
51 V -   
58 V V   
59 V -   
61 V -   
63 V -   
71 V -   
72 V V   
74 V V   
75 V V   
76 V V    
77 V -   
82 - -   
83 - -   
85 V V   
86 V -   
87 V -   
89 V -   
92 V V   
93 V V   
97 - -   
98 V V   
103 V V   
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106 V V   
108 V V   
109 V -   
110 V V   
114 V V   
120 V V   
121 V -   
133 V V   
136 V V   
143 V V   
145 V -   
148 V -   
160 V V   
161 V V   
166 V V   
168 V V   
171 V V   
172 V V   
174 V V   
180 V V   
183 V V   
189 V V   
196 V V    
198 V -   
201 V V   
202 V V   
203 V V   
204 V V   
205 V V   
213 V V   
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Appendix 3 – Kinetic synchrony 
 
 
Code of the segment Spanish 
version 
Polish 
version 
  
75 V V  V – kinetic synchrony kept 
174 V V  -   – no kinetic synchrony 
176 V V   
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Appendix 4 – Voice-over Isochrony 
 
 
Original 
English 
version 
Spanish 
version 
(beginning) 
Spanish 
version 
(ending) 
Polish 
version 
(beginning) 
Polish version 
(ending) 
  
9 - - V V  V – isochrony kept 
11 V - - -  -   – no isochrony 
14 V V - -   
18 V V V -   
20 - - - -   
23 V V - V   
25 V - V V   
28 V - - -   
29 - - - -   
31 V - V -   
33 - - V -   
34 - - V -   
42 V - V -   
47 - - V -   
49 V - V -   
52 V - - -   
54 V - - V   
56 V V - V   
60 V V V V   
63 V - - V   
65 V - V -   
66 V - V V   
69 V - V -   
71 V - NO TRANSLATION   
73 V - V V   
75 V - V V   
77 - - - -   
80 V - V -   
82 NO TRANSLATION NO TRANSLATION   
83 NO TRANSLATION NO TRANSLATION   
84 V V - -   
95 - - NO TRANSLATION   
99 - - NO TRANSLATION   
102 - - - V   
104 V - V V   
117 - - V -   
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119 - - - -   
140 V V V V   
144 V V V V   
146 - - - -   
152 V - V -   
154 V V V V   
156 V - V -   
158 V V - V   
159 - - V -   
163 V - V -   
167 V V V -   
174 - - V -   
176 V V V V   
178 V - V -   
181 V V V V   
185 V - V V   
187 V - V -   
192 V - V -   
195 V - V -   
199 V - V -   
207 V V V -   
211 - - - -   
212 V - V V   
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Appendix 5– Literal synchrony (Spanish version) 
 
Code of 
the 
segment 
Type of isochrony Literal 
synchrony 
at the 
beginning 
Literal 
synchrony 
at the end  
   
11 Isochrony at the beginning V NA    
14 Full isochrony - -  V  – literal synchrony  kept 
18 Full isochrony V V  -  – no literal synchrony 
23 Full isochrony - -  NA – not applicable 
25 Isochrony at the beginning - NA    
28 Isochrony at the beginning V NA    
31 Isochrony at the beginning - NA    
42 Isochrony at the beginning V NA    
49 Isochrony at the beginning - NA    
52 Isochrony at the beginning - NA    
54 Isochrony at the beginning V NA    
56 Full isochrony V V    
60 Full isochrony - V    
63 Isochrony at the beginning V NA    
65 Isochrony at the beginning V NA    
66 Isochrony at the beginning V NA    
69 Isochrony at the beginning V NA    
71 Isochrony at the beginning - NA    
73 Isochrony at the beginning V NA    
75 Isochrony at the beginning V NA    
80 Isochrony at the beginning - NA    
84 Full isochrony V V    
104 Isochrony at the beginning - NA    
140 Full isochrony - -    
144 Full isochrony - V    
152 Isochrony at the beginning - NA    
154 Full isochrony - -    
156 Isochrony at the beginning V NA    
158 Full isochrony V V    
163 Isochrony at the beginning - NA    
167 Full isochrony - -    
176 Full isochrony - V    
178 Isochrony at the beginning V NA    
181 Full isochrony V V    
185 Isochrony at the beginning - NA    
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187 Isochrony at the beginning - NA    
192 Isochrony at the beginning - NA    
195 Isochrony at the beginning - NA    
199 Isochrony at the beginning - NA    
207 Full isochrony V V    
212 Isochrony at the beginning - NA    
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Appendix 6 – Literal synchrony (Polish version) 
 
Code of 
the 
segment 
Type of isochrony Literal 
synchrony 
at the 
beginning 
Literal 
synchroy 
at the end  
   
9 Full isochrony V V    
18 Isochrony at the beginning - NA  V  – literal synchrony  kept 
23 Isochrony at the end NA -  -  – no literal synchrony 
25 Full isochrony V V  NA – not applicable 
31 Isochrony at the beginning V NA    
33 Isochrony at the beginning - NA    
34 Isochrony at the beginning - NA    
42 Isochrony at the beginning V NA    
47 Isochrony at the beginning - NA    
49 Isochrony at the beginning - NA    
54 Isochrony at the end NA -    
56 Isochrony at the end NA -    
60 Full isochrony - V    
63 Isochrony at the end NA -    
65 Isochrony at the beginning - NA    
66 Full isochrony V V    
69 Isochrony at the beginning V NA    
73 Full isochrony - -    
75 Full isochrony V V    
80 Isochrony at the beginning - NA    
102 Isochrony at the end NA -    
104 Full isochrony - -    
117 Isochrony at the beginning - NA    
140 Full isochrony - -    
144 Full isochrony - V    
152 Isochrony at the beginning - NA    
154 Full isochrony - V    
156 Isochrony at the beginning V NA    
158 Isochrony at the end NA -    
159 Isochrony at the beginning - NA    
163 Isochrony at the beginning - NA    
167 Isochrony at the beginning - NA    
174 Isochrony at the beginning V NA    
176 Full isochrony - -    
178 Isochrony at the beginning - NA    
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181 Full isochrony - V    
185 Full isochrony V V    
187 Isochrony at the beginning - NA    
192 Isochrony at the beginning - NA    
195 Isochrony at the beginning - NA    
199 Isochrony at the beginning - NA    
207 Isochrony at the beginning - NA    
212 Full isochrony V -    
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